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INTRODUCTION 
Manuscript 


Mr. Mugh Tellar, Director of the Oriental Research Institute 
and Manuscripts Library of the University of Kerala at Trivandrum 
informed me in his letter of the 17th of July 1968 that the only 
available manuscript of the Dattilam, which was discovered by 
its editor, К. Sambagiva Sastri, is "in no better condition than 
waste papers”. As the editor did not make a copy of the manuscript 
at the time, when it was in a better condition, I have to depend 
entirely оп the printed text, edited by K. 5атһабіуа Sastri, 
Trivandrum Sanskrit Series no. СП, Sri Setu Laksmi Prasadamala 
no. XIV, Trivandrum, Government Press 1930. 


Date 


Since neither the author himself nor any other ancient Indian 
author gives us the exact date of the Dattilam, we can only roughly 
determine its age by comparing it with other Sanskrit treatises on 
music. We may assume that it was composed before the Brhaddesi 
of Matanga, who quotes Dattila several times. Compare MBrh. 
pp. 29 f. quoting Datt. 36 f. and 39 f. in connection with the tànas. 
The date of this work, however, is also uncertain. Áccording to 
V. Raghavan, Some names in early samgita literature, in Sangeet 
Natak Akadami, Bull 5, p. 26, the Brhaddesi is later than the 
ninth century, since Matanga quotes Rudrata, who lived in the 
first quarter of the ninth century. Prem Lata Sharma, KuSR., 
p. 672, is inclined to follow Kane's view, according to which the 
Вгһайдегі is dated circa 750 A.D. The fact that Damodaragupta 
(the first minister of King Jayàpida, who lived at the end of the 
8th century; cf. M. Winternitz, Geschichte der indischen Literatur, 
III, Stuttgart 1920 (1968), p. 151), refers to Matanga as ап authority 
on flute playing in verse 854 of his Kuttanimata (Kavyamala 
III, Bombay 1887, pp. 32-110), suggests that Matanga lived before 
Damodaragupta’s time. Thus Matanga might be placed in the 
beginning or in the middle of the eighth century and Dattila before 
this time. Unfortunately, Matanga's Brhaddesi does not contain 


а chapter on flute playing, but this work is most probably an 
I 
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extract of a larger treatise, which ma 


Raghavan, о.с., p. 24 considers i š 
According to M. паа чн, ы y writer, 
P. XXI, he lived in the first century A.D. өлені pane s. A 
History of Indian Music, Calcutta 1963, р. 151 i ways ч, 
Dattila was “contemporary to ог a little lat к=, 

| е later than Bharata”. 
рь. “dea whether Dattila can be placed in the first century 

&., which is the date commonly given to Bharata's N atyasastra, 
the Dattilam is closely connected with this work, not only in its 
general structure, but even with regard to details. We should 
however, bear in mind that the fact that a work is based or eval 
modelled on an ancient treatise, does not prove its antiquity. The 
Samgitasdramrta of Tulaja, for instance, which contains very 
long quotations from Sàrngadeva's Samgitaratnakara, was written 
almost 500 years after this work, that is to say in 1735. The musical 
system had changed so much, that Sàrngadeva's precepts occurring 
in Tulaja's treatise may be regarded as having been an anachronism, 
as they no longer correspond to contemporary musical practice. 
If Tulaja quoted Sarngadeva, he obviously intended to refer to 
the authority of this famous author. 

Although the Dattilam is closely connected with the Natyasastra, 
the name of its author is not mentioned. The ancient authorities 
referred to by Dattila are Kohala, Narada and Viśākhila. As the 
dates of these authors are uncertain, their names will not help us 
in dating Dattila’s treatise. 

BhN. x, 26%. (Ghosh, Transl I, p. 6) mentions Dattila and 
Kohala among the sons (ie. pupils) of Bharata. If this Dattila 15 
the author of the treatise to be discussed in this dissertation, and 
if the list of names іп the Natyasastra is not a later interpolation, 
we might assume that Dattila lived at the same time as Bharata, 
or rather at the time when the Natyasdstra was composed. І am 
inclined to place Dattila later than Bharata’s Natyasastra, but 
earlier than Matanga’s Brhaddesi, which might have been шна 
before the end of the eighth century, that is to say, before Damo- 


daragupta’s time. 


y have dealt with this subject. 


Structure | | | 
The limited scope of this treatise and the concisenes s of its x ° 
create the impression that it was written as an abhdgement 
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more extended work. The fact that the author himself announces 
in verse 44 that he will not discuss the vind-playing lest he make 
the treatise too lengthy (“for fear of making this treatise too 
extensive’), supports this view. We might suppose that Dattila 
wrote a larger work on music, which also contained a chapter on 
тараз, bhàsàs, etc., since he is referred to in KuSR. 2, 2, I, 93 
and 2, 2, 3, 2 as an authority on bhásás and in KuSR. 2, т, 2, 37 
in connection with тараз. The original work of Dattila may also 
have dealt with dramaturgy. According to K. Sambagiva Sastri, 
Preface to Dattila, p. 2f., tWo Verses of Dattila referring to this 
subject, are quoted by Sarvànanda in his commentary “ТІ kasar- 
vasva оп the АтагаКоќа. 

A very long quotation (Datt. 63-06), оп the other hand, which 
appears in MBrh. 201-230ab, 243cd-248 and 250cd, introduced 
by the words: tathd сала bharatah, “Bharata said:...”’,—a reading, 
which does not occur in the Bombay and Baroda editions, but 
which may exist in some unedited manuscript of the Natyasastra— 
suggests that Dattila borrowed some material from Bharata’s work. 
Not only this quotation in connection with the jatis, but also the 
general structure, that is to say, the way in which the subjects are 
arranged and the order in which they are discussed, reminds us of 
BhN. 

In my opinion We may assume not only that the Dattilam is 
closely connected with BhN., but even suppose that this small 
treatise—and quite possibly also the longer original work, which 
might have contained chapters on rágas, instrumental music 
(vàdya) especially vina-playing (cf. Datt. 44 and comm. 109-110), 
and dramaturgy—was modelled on the Natyasastra. 


Commentartes 

According to Raghavan, Sangeet Natak Akad. Bull 17, p. 3, 
Simhabhipala, the commentator of SarmSR., who lived in the 
middle of the fourteenth century, mentions a commentary on the 
Dattilam, called Prayogastabaka. Cf. Prem Lata Sharma, KuSR., 
Appendix III, p. 663. Prof. Raghavan informed me in his letter 
dated the twelfth of June, 1966, that this commentary is not 
available in any library. 

A modern commentary, or rather a translation with small 
annotations, is the Hindi anuvada of Kalinda, edited at Hathras 
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1960. I egret to say that this paraphrase of the Dattilam proves 
that it is impossible to make a correct translation of an ancient 
sanskrit text on Indian music without closely comparing it to 
several other Sanskrit texts dealing with the same subject. There 
are of necessity diversions in this commentary, especially with 
regard to the gramas, the jàtis and the dhruvà-songs. In trans- 
lating Dattila's description of the characteristics of the jatis, for 
instance, Kalinda often went wrong, obviously because he had not 
read Bharata's Natyasastra on this subject. The many misunder- 
Standings in the explanation and translation of Dattila's verses 
describing the rhythmical structure of the ancient dhruva-song 
could have been avoided, if the commentator had compared these 
ancient compositions not with the modern dhrüpad song, but with 
the above mentioned ancient songs clearly described by багп gadeva 
in chapter five of his Samgitaratnakara. 


Justi fication of this dissertation 

Considering the present position of Indian musicology it would 
be useless to edit a translation of an ancient Sanskrit treatise on 
Indian music without an elaborate commentary. The Indian 
musicologists, who read Sanskrit so perfectly that they do not need 
English translations, are far more interested in the interpretation 
of a text than in a mere translation, and to European musicologists, 
who for the greater part cannot read Sanskrit at all, a translation 
without an explanation of the basic terminology of ancient Indian 
music is incomprehensible. 

Even when an elaborate commentary seems to be indispensable, 
one might wonder whether it should become as extensive as the 
one presented in this dissertation. In my opinion it is not possible 
to avoid elaborate explanations of terms, detailed discussions of 
special problems and long quotations from Sanskrit treatises and 
their English translations, 

in the first place, because the English translations of 
Sanskrit treatises on music do not contain discussions of problems 
of musical terminology (cf. for instance, Ghosh's Translation of 
Bharata’s Natyagastra, which is provided with only short notes), 

secondly, because the authors of books and articles on the 
theory and the history of Indian music do not often refer to original 
Sanskrit texts and if they do, are not sufficiently accurate 1n 
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referring to exact places in the texts (an exception is Grosset's 
article on Indian music in the French encyclopaedia of music 
(Encyclopédie de la musique fondé par M. A. Lavignac, I, Histoire 
de la musique, pp. 257 ff., 

thirdly, because the few translations of ancient Sanskrit 
treatises on music, which do exist, are very rare and available in 
only a few libraries (for instance: C. Kunhan Raja, Translation 
of the first chapter of SarnSR., Adyar Library Series sr, The 
Theosophical Publishing House, Adyar, Madras 1945), 

and fourthly, because translations of more recent Sanskrit 
treatises on Indian music (for instance: М. S. Ramaswami Aiyar, 
Translation of Somanatha's Ragavibodha (1609), Triplicane, 
Madras 1933, and The same, Translation of Rāmāmātya’s Svara- 
melakalanidhi (1550), Annamalai 1932) do not discuss ancient 
Indian musical forms, such as, for instance, Bharata's seven 


traditional dhruvà-songs. 


The Dattilam is a very suitable starting point for research into 
the theory of ancient Indian music, as it is a concise compendium 
of almost all the musical terms. 

We should be aware of the fact that a study of ancient Indian 
musical theory will never enable us to Tevivify the ancient Indian 
musical practice, because no compositions have been preserved. 
It is highly probable that ancient Indian music depended for the 
most part, just as present classical Indian music does, on the art 
of improvisation. I doubt whether the examples of jatis and ragas 
in MBrh. and SarnSR. and the examples of dhruva-songs presented 
in KuSR. Were ever used in musical practice. These examples 
may have been composed especially for demonstrating theoretical 
precepts, although it remains odd that the examples of the jatis 
are hymns (belonging to a tradition which I do not know), set to 


music. 


It is interesting to notice in an ancient Indian musical treatise 
terms, which are still used—very often in a different way, but 
sometimes even іп the same way—in present Indian music. Cf. 
comm. Datt. 8, sthána; 9, vinà; IO, svara; 57, am$a, graha; бо, 
nyasa; 121, samnipata; 123, guru, laghu, pluta; 151cd-152ab, laya; 
161-221, dhruva-songs. 


Although it is impossible to com 
dire tly with the ancient Indian parent modes or jatis, I venture 
to say th tthe well-known continuity of many elements of the Indian 
culture manifests itself also in the development of the Indian тара 
system. In my opinion we can trace a raga through the centuries 
of musical history from the time of MBrh. and SaraSR. up to the 
present time, but it should be borne in mind that in ancient times 
the ragas were classified according to the modal jati system, whereas 
in modern times, that is to Say, from the sixteenth century onwards, 
the ragas have been arranged according to the scale (mela) system, 
and that the interpretation of intervals (svara) and tone system 
(grama) have changed in the course of time (cf comm. Datt. r6, 
comparative table of notes) In connection with the jatis I shall 
discuss the historical development of a number of тара, which are 
connected with, or at least, are mentioned by some ancient Indian 
authors in connection with particular játis. It will be demonstrated 
that some jàtis show characteristics (laksana), which are still used 
in some modern Indian ragas, historically connected with these jatis. 
Cf. comm. Datt. 63-9oab. 

Ап exhaustive research into the interrelationship of jàti and 
тара would carry us too far. Within the scope of this study I 
explain only those matters, which are essential for a correct under- 
standing of the ancient modes (748) occurring in Dattila’s treatise. 
Therefore I confine myself to a survey of those тараз, which are 
mentioned by some ancient Indian authors in connection with the 
jatis. At the same time I intend to make it clear that a historical 
research into the ragas is not impossible; on the contrary, a com- 
parative study of Sarigadeva’s rágas and parent modes (744) and 
the modern ragas and parent scales (mela) would, I expect, be very 
fruitful, but then only, if all Sanskrit and Hindi treatises dealing 
with this subject are consulted. 

With regard to comparisons between Indian and European 
musical phenomena, the reader should know that, Н I draw а 
parallel, I merely intend to elucidate the subject, and do not want 
to demonstrate any mutual influence. Although comparative 
studies of different musical cultures appear to be very Білте талар, 
especially with regard to the history of musical instruments, ma 
the case of Indian and European music, they are useless, B 
the history of Indian music has not yet been thoroughly studied. 


pare the present Indian rágas 


, - 
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Jt is only very recently that the musicologists started to make 
separate researches into the different musical cultures of Asia, and 
broke with the tradition of European musicology, according to 
which these completely different musical cultures were indis- 
criminately regarded as one and the same cultural phenomenon, 
that is to say, as oriental music in contradistinction to European 
music. 

There are two indices in this commentary, viz. an index of 
musical terms occurring in the Dattilam, and an index of terms 
discussed in the commentary, which will enable the reader to use 
this commentary not only as an explanation of Dattila's treatise, 
but also as a small lexicon of ancient Indian music. 
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TRANSCRIPTION 
. (pranamya рагатеѕапат) brahmadyams ca gurüms tatha | 


gandharvasastrasamksepah sarato ‘yam mayocyate || 


. gandharvam naradadibhyah prattamadau svayambhuva | 
vidhivan náradenàtha prthivyam avataritam || 


. padasthasvarasanghatas talena sumitas tatha | 

prayuktas сауайһапепа gandharvam abhidhiyate || 

. lokad vidyat pada(hinam ? niha) Sabdasastradyanugrahát | 
prasiddham avadhanam tu samyagbuddhyadiyojanam || 

. dvayam anyad ato vacyam iha samksepam icchata | 

tatra svaragatam pürvam meyatvad upadisyate || 


. $rutayo ‘tha svarā gràmau mürchanàs tanasamyutah | 
sthanàni vrttaya$ caiva $uskam sādhāraņe tatha || 


. Játaya$ caiva varnà$ са nanalankarasamyutah | 
esa svaragato(de ? dde)Sah samksepenatha nirnayah || 


. nrnàm urasi mandras tu dvàviméatividho dhvanih | 
sa eva kanthamadhye syat tarah Sirasi giyate || 


. uttarottarataras tu vinayam adharottarah | 
iti dhvani(vi)Sesas te $ravanàc chrutisamjfiitah || 


TRANSLATION 


. (After having paid honour to the Great Lord) and to Brahma 
and other [gods], and also to the teachers, I shall give a brief 
ехроыпоц of the theory of music (gandharvasdastra), which 
considers only the most essential things. 
. In the желу beginning music (gàndharva) [was given] by the 
Self-existing One (Swayambhü ) to Narada and the other 
[gandharvas) Then, it was duly taken down to the earth by 
Narada. 
. A collection of notes (suara), which is based on words (pada), 
which is well-measured by time-measurement (tala) and which 
is executed with attentiveness, is called music (ga'ndharva). 
One should understand here the words from common practice 
with the help of manuals of terms and other [books] As is 
well-known, attentiveness [means] bringing the right under- 
standing into practice. 
‚ I want to give here a double, brief exposition of something 
different to this. In this [exposition] things relating to the 
notes will be explained before measurableness (meyatva). 
. Next, micro-intervals ($ruít), notes (svara) the two tone- 
systems (grdma), scales (mirhand) consisting of series of 
notes (tama), the registers (sthd na), styles (әу), pure instru- 
mental music (uska) and the two ways of overlapping 
sadhá rana), 
a ( as and ways of ornamentation (varnd, mue 
with various graces (alamkara). This is a mere description о 
' i There follows a demonstration 
the things relating to the notes. 
by means of a brief exposition. — nz Беда 
In the chest of human beings tiere 15 ' h 
| tv-two “kinds, іп the throat the 
(mandr a, a sound of twenty-t Y eat 
i d in the head the high [regt 
middle [register] (madhya) ana 1n 
ira) is sung. | : В а 
А ала Tügher notesin the high [register] (fara) are on 


inà lower and lower (read: adhara dharah) —- r А > i d um 
vi | 

their lace on the string Тї s the differences 0 

i rceptibility. 


called áruti because of their aditi.ve pe 
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. tebhyah kamécid арадауа giyante sarvagitisu | 
adriyante ca ye tesu svaratvam upalabhya te || 


svarah sadjadayah sapta gramau dvau sadjamadhyamau | 
kecid gandharam ару ahuh sa (tu) nehopalabhyate || 


sadjatvena grhito yah sadjagrdme dhvanir bhavet | 
tata ürdhvam trtiyah syad rsabho natra samsrayah || 


tato dvitiyo gàndhara$ caturtho madhyamas tatah | 
madhyamat paficamas tadvat trtiyo dhaivatas tatah || 


nisádo Чо (dviti)yah (sta ? syat) tatah sadja$ caturthakah | 
paficamo madhyamagrame madhyamad yas trtiyakah || 


evam dhvanivisesan yah sarvàn sadjadisamyjnitan | 
vyavasthitantaran vetti sa vetti svaramandalam || 


nisadah kakalisamjno dvisru(tyut)karsanad bhavet | 
gandhàras tadvad eva syad antarasvarasamjnitah | 
anam$atvat tu bhedena svaratà nocyate tayoh | 

ato nisidagandharav e(da ? tà)v aptair udahrtau || 


yo 'tyantabahulo yatra vadi vamsas са tatra sah | 
mi(tha)s samha + nau jheyau trayodasanavantarau || 


ato ‘nuvadinah $esà dvyantarau tu vivádinau | 
svarams caturvidhàn eva jàniyat svarayogavit || 


paficamam madhyamagrame sadjagrame tu dhaivatam | 
aná$inam vijaniyat sarvatraiva tu madhyamam || 


svarau yavatithau ѕуаќат gramayoh sadjamadhyamau | 
murchana tavatithy eva tadgramav ata eva tau || 
uttaramandra rajanr trtiya cottaráyatà | 

caturthi $uddhasadjà tu paficami matsarikrta || 


то. 


ІІ. 


I2. 


I3. 


I4. 


I5. 


хб. 


17. 


I8. 


IQ. 


20. 


21. 


22. 


TRANSLATION 19 


ШЕН Some of these [érutis] one sings in all songs. Those 
[Srutis], however, which have become notes (svara) will be 
considered [here]. 

There are seven notes (svara) sadja, etc., and two tone- 
Systems (gra@ma), sadja- and madhyama[gráma] some people 
speak also of a gandhára[gráma] This last, however, is not 
found here, 

The sound (dhvani), which is indicated by the term sadja 
is [the Starting point] in the sadjagráma. From this one the 
third [$ruti] upwards is, no doubt, rsabha. 

From this one the second [$ruti] is gandhara, from this one 
the fourth [Sruti] is madhyama. From madhyama in the same . 
way райсата; from this one the third [Sruti} is dhaivata. 
From this one the second [$ruti] is nisáda; from this one the 
fourth [$ruti] is sadja. In the madhyamagrama paficama is 
the third [Sruti} from madhyama. 

He, who understands in this way all differences of sound 
(айтат), called sadja, etc., the intervals of which have been 
determined, knows the circle of notes (svaramandala). 
Nisáda is called #ákak, when [the note] is raised by two 
$rutis. Similarly gandhdara is called antarasvara. 

With regard to these two one does not speak of a real svara, 
since they cannot be dominant because of their modification. 
Therefore they are called by the experts пізада and gandhara. 
[A note], which occurs frequently somewhere, is at that place 
the sonant (04419) or the dominant (ama) [Notes] which 
have intervals of thirteen [$rutis] are closely connected 
(samha(na]naw = samvádinau). e 
To continue, the remaining [notes] are assonants (anwvádin); 
the [notes], however, which have intervals of two $rutis, are 
dissonants (vivddin). The expert in notes should know that 
the notes are of four kinds. А 

One should know that іп the madhyamagrama paficama, 
in the sadjagrama, however, dhaivata, and everywhere (i.e. 
in all gramas) madhyama is indispensable (andsin). 

As many notes as there are in the sadja- and madhyama- 
gràma, so many mürchanas there are in these two grāmas. 
Uttaramandrā, rajani, and uttarayata as the third [mirchana], 
&uddhasadjà as the fourth one, matsarikrtà as the fifth one, 
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23. aSvakranta tu sasthi syát saptami cabhirudgata | 
svarakramagata vidyat saptaitah sadjamirchanah || 


24. sauviri madhyamagrame harina($va ? һуа) tathaiva ca | 
syat kapolanata caiva caturthi Suddhamadhyamai || 

25. mandi ca pauravi caiva hrsya(ka) + + + + +4 | 
+ + + райса sat pürnasadháranakrtàh smrtah || 


26. gandharam dhaivatikuryád (va ? dvi)Srutyutkarsanad yadi | 
tadvasan madhyamadims ca nisadadin yathasthitan || 


27. tato 'bhüd yavatithy esa sadjagramasya тїїгсһапа | 
jàyate tavatithy eva madhyamagramamurchana || 

28. $rutidvayapakarsena gandharikrtya dhaivatam | 
pürvavan madhyamadyas ca bhavayet sadjamurchanah || 


29. ity eta mürchanàh proktah sarana$ caiva vaiSikaih | 
samsthapya mürchanam evam + nya vaksyanugah(?) 
kramah || 


30. paficasvarah satsvaras са murchana yah prakirtitah | 
(tanana ? tana)š catura$itis tu tà evaptair udahrtah || 


31. agnistomádinamànas ta ukta naradadibhih | 
devaradhanayogena tatpunyotpadaka yatah || 


32. sadjarsabhanisádai$ ca paficamena са sadjagah | 
satsvarà madhyamagrame gandharantais tribhir vina || 
33. svagrámamürchanà hy еїаһ kriyamànàh prthak prthak | 


bhavanty ekonapafica$ad evam райсаѕуага арі | 


34. за арайсатпаһі naš ca dvi$rutibhyàm tathaiva са | . 
paftücamarsabhahinaé ca sadjagráme trayah smrtàh || 
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aSvakranta as the sixth one, and abhirudgatà as the seventh 
one: These, one should know, are the seven mürchanàs of 
the sadjagrama, appearing according to the regular order of 
the notes. 

In (һе madhyamagrama: sauviri and harina$v4; there is also 
kapolanatà, and suddhamadhyama as the fourth one; 

mandi (read: màrgi) pauravi and hrsyakà. According to the 
tradition [these mürchanàs may be] of fiVe [notes], of six 
[notes], complete (рӣупа) and containing overlapping notes 
(sadhá ranakrta). 

One may change gandhara into dhaivata by raising it by two 
$rutis, and in the same way, in due order, madhyama and 
the other notes into nisada, etc. 

There appear as many mürchanàs іп the madhyamagrama 
as there are mürchanas in the sadjagrama. 

Having changed dhaivata into gandhara by taking away two 
$rutis, one may make madhyama and the other notes, in the 
same way as has been explained before, mürchanàs of the 
sadjagrama. 

These are called mürchanas and also runs (sarana) by the 
galants (vatstka). After having determined the miurchana, 
the other [scales] should be mentioned in due order (read: 
anukvramat). 

The pentatonic and hexatonic mürchanàs, which have been 
mentioned [before], these eighty-four are called лаз by the 
experts. 

They are called Agntstoma, etc. by Narada and the other 
[experts] because they produce the religious merits of these 
[sacrifices], if they are applied in propitiating the gods. 

The hexatonic [tanas] occurring in the sadjagrama are pro- 
duced by [omission of] sadja, rsabha, пібада and райсаша, 
in the madhyamagrama by omission of the three notes, of 
which gàndhàra is the last one (i.e. sa, ri and ga). 

When the swrcchanas of their own gramas are constructed 
separately, they are forty-nine in number. There are 
pentatonic ones. | 
Without sa and pa, in the same way, [without] the [svaras] 
of two $rutis and without pa and ri are, according to the 
tradition, the three [classes of tänas} іп the sadjagrama. 
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dhaivatarsabhahinas са dvigrutibhyam tathaiva са | 
dvàv etau madhyamagràme pañcatrimśad ami smrtàh || 


. tánakriyà dvidha tantryam ргауебап nigrahat tatha | 


tatra prave$o dhvanyaikyam asamsparéas tu nigrahah | 


evam krte ‘pi tanatve ganayitvà vinà$inam | 
vidvàn etavatithy еза mürchanety avadharayet || 


kramam utsrjya tantrinàm tananair mürchanàs tu yàh | 
ршпаѕ caivapy apurnas ca kiitatands tu te smrtah || 


purnah paficasahasrani trayas trimsac ca samkhyayé | 
kathayanti pratigráàmam upayo ganane ‘dhuna || 

hanyàd апаліагауепа pürvà (уа ? ya)sya kramotkramaát | 
gunakáàrasamas tatra kramah sesah syur utkramah || 


sáptasva(ryàm ? ryam) tu saptanam ekaika bhajate yatah | 
ata ekonapafica$at kaiscit kütaih sahoditah || 


atha sthànàni yesükto dvavimsatividho dhvanih | 


vyastani tani satsastim vidyàn mandradisiddhaye || 


daksino vrtticitras ca vrttayas tasv ayam vidhih | 
pradhànam gitam ubhayam vàdyam ceti yathakramam || 


. уай vrttisü(tta ? kta)m ācāryair vi navadyadilaksanam | 


tad granthavistarabhayád iha nodahrtam тауа | 


vadyam yad gitavrttistham agitam samprayujyate | 
vaicitryarthaprayogajiiaih $uskam tad abhidhiyate || 


sádhárane tu vijfieye svarajatyupalaksite | 
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Tu ДА and ri, in the same way, [without] the [svaras] 
қ 5, are the two [classes of tanas| іп the madhyama- 
втата, There are traditionally thirty-five [pentatonic tänas], 
The reproduction of tanas on а string is twofold: by pene- 
tration (pravesa) and taking away (nigraha). Praveía is 
identity of sound-pitch (dhvans), nigraha, on the other hand, 
Is not touching (asamspar£a). 
After the téna phenomenon (tā natva) has thus been realized 
as far as the disappearing note is concerned, an expert may 
ascertain: This is the number of mürcchands: 
The miircchands [caused] by the tensions of the string, which 
leave the regular order (krama), whether they are complete 
(purna) or incomplete (apurna), are traditionally known as 
kutatanas. 
They say that there are 5033 complete (piirna) [kutatdnas) іп 
each gráma. Now the approach is [included] in the calculation. 
By regular order (krama) and deviation (utkrama) of which 
(?) one should continuously multiply the previous ones; the 
kramas are like multipliers, the utkramas are the remainders. 
When one divides each of the seven [tdnas] into seven notes 
(svaras), then, together with the pseudo-tanas (kūtatānas), 
forty-nine have been recorded. 
Next, one should know that the positions, in which there is 
said (to be) а sound-pitch (dhvant) of twenty-two kinds, аге 
sixty-six distinct ones for the accomplishment of the lower 
(mandra) and the other [registers]. 
The styles (urttayas) are daksina, оті and citra. Their appli- 
cation is like this: Respectively, the vocal music (gia) is . 
prevalent; both [vocal and instrumental music] are of equal 
importance; the instrumental music (о44уа) is prevalent. 


. That in the styles (vri) which is called by the teachers 


characterization (ie. accurate description; laksana) of the 
vind playing, etc., is not discussed here for fear of making this 
treatise too extensiVe, 

Instrumental music, which being based on the styles of 
vocal music (gita) is practised without singing (agvía) is 
called guska (ie. simple, separate) by persons, who know 
how to apply (practise) its variety and richness. | 
As overlapping (sédhdrana) may be regarded as a special 
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51. 


52. 
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54. 
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TRANSCRIPTION 


svaramadhye tayoh pürvam fat kakalyantarau svarau || 


jatyantarena sadrsam yaj jatav upalabhyate | 
ekagrame са Баһшуа) jàtisadháranam tu tat | 


jatayo 'stada$a jneyds tasam saptasvarakhyaya | 
énddhaé ca vikrtàé caiva 5еѕаѕ tatsankarodbhavah || 


sadjaya madhyamayas ca samsargat sadjamadhyama | 
sadjayas tv atha gandharya jayate sadjakaisiki || 

tayor eva sadhaivatye sadjodicyavati bhavet | 

азат samadhyamànàm tu gandharodicyava bhavet || 
gandharya madhyamāyāś са paficamyas caiva sankarat | 
sadhaivati nam asam tu madhyamodicyava bhavet || 


asam syad raktagandhari naisádi сес caturthika | 


arsabhyás tu bhaved andhri gandharyas caiva samara t 


anayos tu sapaficamyor nandayanti prajàyate | 
sanisadas tu gandharyah kuryuh kàrmàravim їтаһ || 


gandhari pajicami caiva tathà gàndhárapaficami | 
arsabhidhaivativarjah kaisikim iti sankarah || 


grahamsau taramandrau ca sadabaudubite kramát | 
alpatvam ca bahutvam са nyàso ’panydsa eva са | 
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TRANSLATION 25 


rcr an Бе tet ater: iter кені ad tho 
өкіне Between: бы жен of these two [kinds of overlapping 
svara (= antara ° = Fas mec os n siap да 
(Th 4 Б Amt Б arp) [are connected with] it. 
айшы пе exists] between the jätis: Something similar, 
which аз found їп a 320, in consequence of a combination [of 
ы al jatss] in one gràma, this is overlapping (sddhdrana) 
of 74445. 
One can distinguish eighteen jatis. Those of them, which are 
named after the seven notes, are pure (suddha), the remaining 
ones, originating from a mixture of these [suddhajatis], аге 
modified (Еа), 
The sadjamadhyama [jati] [arises] from a combination of 
the sadja and madhyama [jätis]. The sad jakaisiki [jati] springs 
from the 54474 and gandhdri [jatis]. 
The sadjodicyavati [jati] springs from these two [jàtis] (ie. 
sadjá and gandhan) together with the dAaivati [jati]. From 
these [jàtis] (ie. 50232, gandhart and dhaivati) combined with 
the madhyamd [jati] springs the gdndhdrodicyava [jati]. 
From the combination of the gandhar’, madhyama and 
paticami [jatis] together with the dhaivati ПАН) the madhya- 
тойісуата [Jati] arises. 
From these [jatis} (ie. gándhàri, madhyama and фаясата), 
when naisddi is the fourth Пан), the raktagandhari [jati] 
arises. The dndhri ПАН) springs from a combination of the 
drsabhi and gándhári jatis. 
From these two jatis (ie. drsabhi and pandhart) together with 
pan cami the nandayanti jàti arises. These jatis (ie. ársabht, 
gandhár and файсата) [without] the gandhari jati together 
with the nisada ПАН) produce the karmaravt уан]. Ее 
Тһе gandhari and faficami [atis] become the gandhárapaticami 
Нан). [The seven pure (suddha) jatis] except the ársabhi and 
dhaivati [jatis] produce hatseki [jati]. These are the combi- 
nations. I _ 
Initial note (graha), dominant (amša), high (tara) and low 
(mandra) [registers], hexatonic (sddaba) and енне 
(audubita), іп due order, rareness ( mig eae рр 
(bahutva), final note (пуйза) and secondary note (apa 


nya sa), 


56. 
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59. 


бі. 


62. 


63. 


64. 


65. 


TRANSCRIPTION 


evam etad yathajati da$akam jatilaksanam | 
laksanam dašakasyasya samksepenabhidhiyate || 


tatra grahas tu gitadisvaro 'mšah pürvakirtitah | 
райсаѕуагарагаѕ tara uccair am$ad ihesyate || 


à ва ап nandayantyàm tu varo nàtah prasasyate | 
mrdur amgaparo mandro nyàsàntas tatparo ‘pi và || 


satpaficasvarake gite sadabaudubite kramat | 


alpatvam ca bahutvam са prayogalpabahutvatah || 


. gitakàntyasvaro nyàso vidarimadhyagas tatha | 


nyàásavat syàd арапуазо yathajati bravimy aham || 


yam vina hinatà yasyah syàc cet tasyam tu so ‘Ipakah | 
amsadhyamanyanyasas tu svarajatisu nàmakrt || 


tagrahà tadapanyàsa tadam$à ca yada bhavet | 
mantranyasa ca pürnà ca suddha jatis tadocyate || 


amsah syuh pafica sadjaya nisadarsabhavaryitah | 
apanyasas tu (gandharah paficamas catha sangatih || 


sadja)jgandhàrayos tu syat sadjadhaivatayos tatha | 
sidabatvam nisa(dah ? de) syan násyam audubitam bhavet || 


rsabhyas tu smrta am$a nisddarsabhadhaivatah | 
sadjapaficamahi пе ca sadabe --------- || 


. dhaivatyàm gurubhih proktav amSav rsabhadhaivatau | 
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TRANSLATION 27 | 
This 1S the tenfold Characterization of játi accoding to class 
a according to each jati). The accurate description of these 
ten [Characteristics] will be set forth briefly. 

Ци e 15 the initial note (graha), which is the starting note 
(ddtsvara) of a song. The dominant has been mentioned 
before. The high [register] āra} is considered to consist of 
five notes, rising (lit. upwards) from the dominant. 

It is recommended that in the nandayanti [jati] [the limit] is 
not better (I read: not further) than this one. A soft, low 
note (mydu), beyond (ie. lower than) the dominant, with the 
final note as its limit, or even, beyond (ie. lower than) this 
one, that is the low [register] (mandra). 

Hexatonic (sadaba) and pentatonic (awdubita) respectively, 
are songs, [which are based] on six or five notes. Rareness 
(aipatva) and prevalence (bahutva) depend on the rare or 
frequent use [of certain notes]. 

Nyasa is the final note of a song. In the same way, the note, 
which occurs in the middle, that is to say, in a section (vidá»i), 
as a final note, is the secondary final note (afanyasa) I will 
mention them according to the jatis. 

If in a [jati] there is defectiveness without it, then іп this 
[jàti] it is the rare [note]. The final note (пуава), which may 
be considered to be full of (?) dominants (amsa), is the 
denominating [note] in the svarajátis. | 

If it has such an initial note (graha), such а secondary final 
note (afanya'sa) such a dominant (ағи5а) and a final note 
(nydsa) in the low register (mandra), and if it is complete 
(purna), then it is called a pure (Suddha) jāt. | 

The dominants (amsa) of the sadja [jàti] are five [notes], 
піѕада and rsabha being excluded. Gàndhàra and paficama 
are the secondary final notes (apanyasa. There is also а 
coming together (sasigati) I 
of ad - be and of sadja and dhaiyata. кн 
hexatonic is [based] on nisáda. In this [jati] there is по pen 
tonic. 

Traditon ally, nis 
атфи). ati]. The two he 
раћсата [The pentatonic 
In the айшай Пан) гҙа 


sda and dhaivata are the dio min arts of the 
xatonic forms are without sadja or 
form is without sadja and райсата. | 
bha and dhaivata are mentioned 
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TRANSCRIPTION 


samadhyamāv apanyāsau prag ukta hīnatotkramāt || 


amgau nisadavatyàs tu dviéruti sarsabhau smrtau | 
dhaivativad bhave(c cheso nyàso nàmakrd eva tu) || 


. amgah syuh sadjakaisikyàm sadjagandharapancamah | 


sanisadas tu gandhara арапуаѕаѕ ta eva tu || 


. rsabho ‘lpaprayogah syàn nyàso gandhàra isyate | 


nityam piimasvara ceyam acaryaih parikirtika || 


syat sadjodicyavaty amSaih sadjamadhyamadhaivataih | 
ѕапіѕадајг apanyasau vijheyau sadjadhaivatau || 


rsabhena vihineyam dvabhyàm cet райсатепа ca | 
mandragandhàrabhüyastvam азуа пуаѕаѕ tu madhyamah || 


saptamsah sadjamadhydya nyàsau vai sadjamadhyamau | 
kraman тізадарапаһагау asyàm hinatvakarinau || 


yathestam syàc са saficdro yatha gramavirodhakrt | 


sadjagrame tu saptaitah $esà madhyamajatayah | 


gandharya dvav anaméau tu һеуау rsabhadhaivatau | 
kramàn nityam apanydsau vijfieyau sadjapaficamau || 


dhaivatad rsabham gacched eva Syat sarvam eva tu || 
prayaso raktagandharya арапуа5ав tu madhyamah || 


bahuprayogah kartavyo dhaivato "Һа nisádavan | 
sadjagandharasaficarah karyaé casam prayoktrbhih || 


gan dharodicyava prayah sadjodicyavatisama | 
sadja$ са madhyamas camšau na caudubitam isyate || 
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TRANSLATION 29 
by the teachers as dominants. These two [notes] together with 
madhyama are the secondary final notes. The omission of notes 
is as is mentioned above, [but] in the reversed order 

According to the tradition the notes of two érutis (ie gindhira 
and nisada) together with rsabha are the dominants of the nzsa- 
davati [jati]. The other characteristics are as in the dhaivati 
[jati}, but the denominating note (i.e. nisdda) is the final note. 


. In the sadjakatstki [jati] sadja, gindhara and paficama are 


the dominants. These notes together with пізада, but [without] 
gandhára are the secondary final notes. 


. Rsabha is rarely used. Gandhara is considered to be the final 


note. The experts call it [a jati] which is always complete in 
regard to its notes. 

The sad jodicyavati [jati] has sadja, madhyama and dhaivata, 
together with nisdda as dominants. Sadja and dhaivata, one 
should know, are its secondary final notes. 

It lacks rsabha, but when [it lacks] two [notes], [it lacks] also 
paficama. There is prevalence of the low gandhara. Its final 
note is madhyama. 

The dominant of the sadjamadhya [jati] is sevenfold. Sadja 
and madhyama are the final notes. Respectively, nisáda and 
gandhara cause rareness in this [jati]. 

Coming together [of notes] [may be practised] at pleasure, 
if it does not cause inconsistency of gramas. These are the 
seven [jàtis] in the sadjagrama. The remaining ones are the 
jatis of the madhyama|grama]. 

In the gandhari (јан) two notes, viz. rsabha and dhaivata, 
which are not [fitted for being] dominant, should be avoided. 
Respectively, sadja and ралсата must always be regarded 
as secondary final notes. 

One may go from dhaivata to rsabha. In general in the 
raktagandhari [jàti] everything is similar. Madhyama, however, 
is the secondary final note. 
Dhaivata, together with nisa 
Coming together of sadja and g 


by [those who аге) expetsint hem. | n 
In general, the gandharodicyava ПАН) is similar to the sad jodi- 
суатай [ай]. Sadja апа madhyama are the dominants. 


Pentatonic is not found. 


da, should be applied frequently. 
andhara should be practised 
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TRANSCRIPTION 


‚ райсат$а madhyamayas tu jfie(yo ? уа) dvisrutivarjitah | 
kramat tabhyam са hinatvam bahulau sadjamadhyamau || 


gindharodicyavavat tu madhyamodicyava bhavet | 
siptasvaryam tu nityam syad asyàm amsas са paficamah || 


paficamyàm gurubhih proktav am$àv rsabhapaficamau | 
sanisidav apanyásau madhyamarsabhasangatih || 


sadjamadhyamagandhara alpàs tu pankirtitah | 
syàn ni(sada)c ca gandharo madhyamavac са hinata || 


jhe(yau ? yo) рапдһагарайсатуат райсато ‘mSah prayoktr- 
bhih | 
sarsabhah syad apanydso nyàso gandhara isyate || 


gandha(rya ? ryà)m atha райса(туа ? myām) yat saficaradi 
kirtitam | 
tad asyam api vijüeyam kin tu pürnasvará sada || 


andhryam алатпба vijiieyah sadjamadhyamadhaivata | 
sadabam sadjahinam tu nyàso gandhara isyate || 


nandayantyam apanydsau jüeyau madhyamapaficamau | 
graho nyāsaś ca gándhàrah paficamo ’méah prakirtitah || 


andhrivat sidabam jüeyam anaudubitam eva ca | 


syan mandarsabhasaficaro laüghaniya$ са sa kvacit || 


karmaravyam anamsas tu sadjagandharapaficamah | 
purnata райсато nyàso gandhara(gamanam) bahu || 


‚ kaisikyam rsabho 'namšo nyàsau tu dvi£ruti smrtau | 


rsabho dhaivata$ caiva heyav asyam yathakramam || 
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TRANSLATION ЗІ 
Іп the madhyama [ati], one should know, there are five 
dominants, the notes of two $rutis being excluded. By these 


two [notes], respectively, there is defectiveness. Sad ja and 
madhyama are prevalent. | 


. The тайуатойісуата Пан] is like the pandharodi cyavá Пан), 


There sbuld always be heptatonic. In this [ati] райсата is 
the dominant, 


. In the файсат [jati] rsabha and paficama are called the 


dominants by the teachers. These two [notes] together with 
nisáda are the secondary final notes, There is a coming 
together of madhyama and rsabha. 
Sadja, madhyama and gandhara are called rare notes. After 
nisada gandhára [may appear] The lack [of notes] is similar 
to that of the madhyamá jati. 
The performer should know that in the gandharapancami 
Цай) paficama is dominant. This [note] together with rsabha 
is the secondary final note. Gandhara is regarded as the final 
note. 
That relating to coming together (м? сата) etc, which has 
been mentioned [before] in the gdndhari and the paricami 
[jàtis), should be observed in this [jati] too. Nevertheless, it 
is always complete as to its notes. 
In the a@ndhri [jati] sadja, madhyama and dhaivata are not 
[capable of being] dominant. The hexatonic form lacks 
sadja. Gandhara is regarded as the final note. 
In the nandayanii [ай] madhyama and райсатпа should be 
regarded as the secondary final notes. Gandhara is the initial 
note and the final note. Райсаша is called the dominant. 
The hexatonic form, one should know, is the same as in the 
dndhvi ан]. There is no pentatonic. There is a coming 
together of low rsabhas. In some piaces sa (Le. sadja) may be 
skipped over. | _ 
In the karmaravi [jàti] sadja, рапаһата and pañcama ariy 
[capable of being] dominant. There is completeness [of notes] 
Pañcama is the final note. There is a frequent moyement 
āndhāra. | 
apo aisiki [jati] rsabha is [unfitted for being] арна 
Traditionally, the notes of two érutis are the final notes. Res- 


pectively, rsabha and dhaivata may be omitted in this [jati]. 


32 TRANSCRIPTION 


89. paficamo "рі bhaven nyaso nisádam$e (tathai ? "Һа dhai)vate | 
rsabhah syad apanyasah kai($cild ukto mšavat tatha || 


90. paficamo (ba)lavàn asyam syan nisadas tathaiva ca | 
iti trisastir am$a ye tesim ekaika$o ‘msatam || 


gi. prakalpyapodyate praptam sadabaudubitam kvacit | 
asadaba nisade ’mSe sati (syat) sadjamadhyama || 


92. gándhàre са yato lopo nàm$asamvádinor matah | 


kaisiki raktagandhari (gandhari) calva paficame || 


93. tathà sadji tu gandhare dhaivate tadudicyava | 
gandhariraktagandharyoh sadjamadhyamapafhcamah || 


94. sanisadah smrtà amśā anaudubitabhaginah | 
sadjamadhyamajatau tu gandharo ‘tha nisddavan || 


95. kaisikyam atha paficamyam kramaso dhaivatarsabhau | 
yojyam saptadhikesv evam catvariméatsu sadabe || 


96. apavadavinirmuktatrimgad audubitam bhavet | 
sankare rüpabahulyam jatinirdeéga isyate || 


97. tasmad yad giyate kificit tat sarvam jatisu sthitam | 
atha varnás tu сағуаго }йеуа anvarthasamjfiayà || 


98. sthayisaficarinau caiva tatharohyavarohinau | 
ekasvarà pade gitih sthàyivarno 'bhidhiyate || 


99. заПсаті svarasaficàrád yatharthau cottarà(a ? v) api | 
varna$rayas tu vijñeyá alankaras trayodaéa || 


100. namato rüpata$ caiva samksepena bravimi tàn | 


89. 
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99. 
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TRANSLATION m 


Pañcama may also be the final note 
are dominant. Rsabha is the бесо 


+. š ndary final note. 
people it is also called the dominant. f note. By some 


, When nisada and dhaivata 


. Райсата, is prevalent in this Пан). Nisada in the same way. 


There аге sixty-three dominants, The dominant function 
of any of these notes, 

wer having determined [it] the achieved hexatonic and 
pentatonic is withdrawn (excepted) in some places. The 
sad jamadhyamá [jati] is not hexatonic, when nisáda is dominant, 
and when gandhara [is dominant] because the omission of 
dominant and consonant notes is not approved. The kaisikr, 
rakiagandhart and gandhari jatis [are not hexatonic] when 
paficama [is dominant], 

Likewise the s@d@j Пан), when gandhàra, and its ифісуаий 
(Le. sadjodicyava) [jati], when dhaivata [is dominant] Of 
the gandhari and raktagandhari [8\15] the notes за а, ma- 
dhyama and райсапа, 

together with nisada, traditionally, do mt belong to а penta- 
tonic form, when they are dominant; in the sadjamadhyama 
[jati] gàndhàra and nisada; 

іп the katsiki and paficami [jatis] dhaivata and rsabha respec- 
tively. In hexatonic, one should make a division into forty- 
seven- 

The exceptions being excluded, there are thirty forms of 
pentatonic. In the mixture, which determines the jatis, а 
great variety of forms is found: "m 
Therebre, anything which is sung is based on the jatis. 
Moreover, one should know the four classes (varya) as terms 
which are intelligible in themselves: 


. the stable one (st уйй), the unstable one (saficárin), the 


ufohi y and the descending one (avarhin. 


ascending one ( it is called stable 


When a song (238) h "as onenote on а word, 
as to its varna (sthayivarna). 
[It is called] unstable (se сігіп) as а result of the unsteady 
movement (зайсата) of its notes (svarą. The other varnas 
[are called] according to their real meaning. One should 
distinguish thirteen graces (damkara) depending on the 


p. * . 
дө тұ ‘thelr names and forms, I will discuss them briefly. 
3 
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103. 


104. 


105. 


106. 


107. 


тоё. 


109. 


IIO. 


III. 


TRANSCRIPTION 


prasannam pürvam иссагуа $anaih sandipayet svaram || 


. prasannadir bhaved evam prasannanto vilomatah | 


evam prasannamadhya$ са prasannadyanta eva ca || 
ete sthayinyalankaras catvarah parikirtitah | 
kvacit svare ciram sthitvà sprstva (sa ? tà)ram tato 'gnivat || 


pratyágacchet tu tatraiva bindur eso ‘bhidhiyate | 
syan nivrttapravrttákhyas tadvan mandram spr$ed yadi || 


prenkholitam dvayor vidyat tulyakalam gatagatam | 
kramena paramam (taramantam ? taram) gatva mandram 
patet tatah || 


taramandraprasanno ‘yam alankaro 'bhidhiyate | 
mandràd utpatitas tàram kramenaivavarohati || 


mandratàraprasanno ‘yam sarvasàmyat samo bhavet | 
urahkanthasira(sta ? stha)sya tri$ruteh kampanad bhavet || 


kampitam haritam caiva recitam ca yathakramam | 
esàm са райса biimbà ? ndva)dyà nityam saficàrisamérayah || 


(à ? prajsannadih prasannànto + + + + varohini | 
$esà арі yathàyogam sarvavarnasrayah smrtah || 


iti Slokasatenedam uktam (svaragatam sphutam) | 
atha talam pravaksyami + + ++ + + + + 1 


talat samyam bhavet sāmyād iha siddhih paratra са | 
tatra jneyah kalah patah, pādabhāgās tathaiva ca || 


matra са parivarta$ са vastu caiva visesatah | 
vidaryangalayah panir yatih prakaka + + + || 
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TRANSLATION 35 


After having first produced a note clearly, one may gradually 
make it more brilliant, 

This is prasannddi. Prasannánta is the opposite [of it]. In the 
same way prasannamadhya and prasannadyanta. 

The above mentioned ones are called the four stable alamkaras. 
If, after dwelling for a long time somewhere on a note and 
after having touched slightly a high [note], like fire, 

one goes back to the same place, it is called bindu. In the 
rnote} way it is called nivrttaprauytta, if one touches a low 
note]. 

One has to understand frenkholita in two respects: as being 
equal as to its kalas and moving in two directions (lit. going 
and coming) If, after having gone gradually to the highest 
[note] it (ie. the melodic line) jumps down to а low [note], 
it is called the grace (alamkd ra) tdramandraprasanna. If, after 
having jumped upWards from а low [note] to a high [note], it 
(Le. the melodic line) descends gradually, 

it is mandratéraprasanna. Sama 15 [called so] because of its 
similarity in all respects. In consequence of a shake of a 
[note] of three érutis, Which is situated in the breast the 
throat and in the head, 

kampita, harita and recita, respectively [appear] Of these 
[alamkàras] five, of which brudu is the first one, are always 
connected with the unstable (saficarin) [varna]. 

Prasannádi, prasannanta.,.the descending one (?) and 
also the other alamkaras, in due order, are traditionally 
connected with all varnas. | 

Thus, in a hundred verses things which refer to the notes 
(svara) have been clearly explained. Now, I will teach time- 
measurement (tala)... uu " 
By time-measurement (tala) there is equilibrium, by equilib- 
rium there is accomplishment, һеГе and elsewhere. In this 
connection one should know the variable units of time (ald ), 
the audible movements of the hand (раѓа) and the padabhagas, 
the fixed unit of time (таа), the repetition (parivaria) and 
especially the principal part of a composition (vastu), the 
subsection (0722,1), the limb (айа) and the speed (ауа), the 
way of beginning (pani) and development of speed (уай), 


prakaka (? ),.-- 
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IIZ. 
II3. 
ІІ4. 


IIS. 


116. 
II7. 


118. 


119. 
120. 
I2I. 
122. 


123. 
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+ + + + + vajrà ca gitir mārgaś ca Sastratah | 
ity uddesah padarthanam jüeyas talagato budhaih || 


samksepenatha vaksyami süksmam esam vinirnayam | 
tatravapo ‘tha niskramo (viksepa$ ca pravesanam) || 
(ба)туа tàla$ ca vi(jfie)yah sannipatas са saptamah | 
kaiścin nimesakale + kala saptavidhodita || 


layasthitya ca màrgesu kalpitam taih kalantaram | 
sarva ceyam kala yesam ghantanadavata + + || 


(te)sim ma + + margesu viseso ‘yam kalasrayah | 
буракта syat kala citre caturmatra tu varttike || 


astamatra tu vidvadbhir daksine samudahrta | 
matra tu laukiki neha kin tu райсарипа(42) tatah || 


taya kdryam kalamanam prayogo ‘tha niyamyate | 
davapasamjnakam jüeyam uttanangulikuficanam || 


adhastalena hastena niskrdmakhyam prasdranam | 
tasya daksinatah ksepo viksepah paribhasitah || 


atha cakuficanam jfüieyam praveSakhyam adhastalam | 
батуа daksinapátas tu talo vàmas tu kirtitah || 


ubhayor hastayoh patah sannipata iti smrtah | 

evam ete trayah patah kala + + + + + + || 

++ + + ptavidhye “pi trikaliyam prayojayet | 
kalanam samudayo ‘tha yugmo 'yugmo 'thavà bhavet || 


yugmas caccaputasthah yād ayu(ktà? k ca)caputàsraya | 
talaksaranam etegàm samsthapya gu(rulaghavam) || 


112 


113. 


II4. 


II5. 


116. 


117. 


1x8. 


110. 


120. 


I2I. 


122. 


123. 
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iet he vajra, the giti and the style (ра), according to the 
treatises. Thus the explanation of the meaning of the words 
connected with time-measurement (tala) should be known 
by the experts. 
Next, I shall concisely give an exact definition of [the following 
terms]. In that case, ava fa, niskrama, viksepa and pravesana, 
батуда, tala and as the seventh one sammipáta should be 
distinguished. By some people the ... kald is called sevenfold 
with regard to the duration of the nimeéga. 
After having fixed the speed (/aya) in the styles (mdrga) one 
determines the interval of time between the kalds by means 
of them (ie. the styles). Of those (ie. а/а) of which each 
kala fis marked by some instrument] which has the sound 
of bells, 
the difference as regards the ald in the styles [will be explain- 
ed] The kalã consists of two matrds in the citra [style], of four 
matras in the vartitka [style], 
of eight matras in the daksina [style], as stated by the experts. 
The common элй does not appear here, but the fivefold 
one (райсарита) [does]. 
By it (ie. the atra mentioned in the preceding verse) the 
measuring of the kald is to be realized. Next, its application 
will be determined. The term дойра, one should know, is a 
bend of the fingers of [the hand] with the palm upwards 
(ийй na), 
The term niskrāma [means] stretching out the hand with the 
palm downwards. Viksepa is explained as a throw of it (Le. 
the hand) to the right side. 
Next, the term pravesa should be known as а bend [of the 
hand} with the palm downwards. Ѕатуй is said to be а clap 
(lit. fall, pata) of the nght hand, tala the opposite (ie. a clap 
the left hand). 
rin „ЖНА is а clap of both hands. Thus there 
are the three claps (pata) [which are used to mark] the Kala s. 
One may practise [the time-beating] connected with the 
seven kinds [of hand-movements] in the three kalas. The 
combination of kalds may be even (унта) ог оба (ayug ma). 
The even number (yugma) [of kalās] is based оп cañcabuta. 
The odd number (ayug) is connected with cacaputa. After 
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128. 
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yugmantyam plutavat krtvà kalayogam prakalpayet | 
kalim guruni yufijita laghuny ardhakalàm tatha || 


plute sardhakalam evam bhaved ekakalo vidhih | 
yathaksaresu yoktavyah pata ete (yathd)kramam || 


sannipáta$ ca багауа ca Шаһ батуа tathaiva ca | 
esa patavidhir jüeyo yugme cayugma eva са || 
gamyatala + yugme dvis talah Samyam athapi va | 
uttarah paficapanyakhyah satpi(ta)putrakaksarah || 


ayu(gma ? gmo)tthah pluta(ty ? dy)antas tatha cahatra 
kohalah | 
dvau tu cácaputau krtvà dvitiyopantyake kramat || 


adyantayor niyujyainam satpitaputrakam viduh | 
sannipatas са tàla$ ca tasyádyantau yathakramam || 


virmadhye(?) tála$amye са + + dibhyo + lavidhih | 


guruplutani hitvatha dvimatran parikalpayet || 


132. 


133. 


134. 


. padabhagam$s caturbhis tair mátreti paribhasyate | 


adyam prakalpya niskramam dvitiyam tu ргауебапатп || 


sarvesám padabhaganam tatah pa(d& ? tà)n prakalpayet | 
Samya dvitiya kartavya talaSamye tu madhyame || 


sannipato ’vasane са dvikalo ‘уат vidhih smrtah | 
pancapanes caturthi tu Samya karya tathastami || 


triya sasthanavama(?) talab Sesam yathocitam | 


124. 


125. 


126. 


127. 


128. 


129. 


130. 
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having fixed the len 
of Белине rn "inen tie а жаа, 
чм fü Basin made the last (ya) of the ута extra 
om d imr y etermine the arrangement of the alas. 
ppiy one kal оп a long [syllable] (guru), іп the 
same way, half a kald on a short [syllable] (laghu), 
= [eum Uu) 4 m kalá on a pluta. The procedure 
forms] derived from E t pma ARA er use) 
m еы the syllables (yatháksara) The [audible] 
‘movements (pata) to be practised are, in due order: 
sammpþä іа, $amyá, tala and ќатуй. This should be known as 
the procedure of [audible] hand-movements (data) in yugma 
(i.e. the tala caccatputa) and in ayugma (ie. the tala cacaputa). 
In [a]ywgma (ie. the Ша сасарша) it is two times $атуй 
and tala, or also tdla and 5атуа. The uttara [tala] which is 
based оп the syllables of [the word] ҙа іа)шғаһа, is called 
pancapant. 
This one (i.e. satpitápulraka) is based on ayugmas (i.e. cdcaputa 
tālas) having a luta at the beginning and at the end. This is 
what Kohala said on this subject. After having changed two 
cacaputas into [combinations] in which the second [syllable] 
is also the last but one, in due order, 
and after having put it together at the beginning and at the 
end, they consider it to be satpitdputraka. Samnipata and 
іа, respectively, are its beginning and end; 
two times (read: dvir) tala and Samyd in the middle. . . . is the 
procedure of alas ((Rayavidhi) Putting aside the long (guru) 
and extra long (pluta) [notes], one should determine the 
double maírás, 
the padabhadgas. With those (ie. the padabhagas) four the 
mátrá is explained. Fix niskrama as the first [hand-movemenf, 
$ravesana as the second one. 
Next, one should determine the [audible) hand-movements 
(pata) of all padabhagas. Ѕатуй should be practised as the 
second опе, Ша and Samya as the middle ones, 
and samn pata at the end. Traditionally, this is the procedure 
of the twofold Add. In a pan capam [tala] батуа slpuld be 
practised as the fourth and the eighth (раға), Ж 
Да as the third, sixth and ninth [#¿ta) The remaining ones 
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145. 
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vinyasya madhye viksepam айдау ауараш eva Ca | 


© sarvesam padabha(va ? gajnam prayunjita catuskalam || 


adyadvitiyamadyantat padabhagad viduh kramat || 


+ + + +4mika yukta madhyamad deSinigatan | 
ayu + + + hinam syad ādyantā + ka uttarah || 


niskrámas са pravesa$ ca dvikale parikirtitau | 
evam kalidi yoktavyam viseso yatra nocyate || 


pidabhago "Һа matra và samastas tala eva và | 
giyate pariva + + + + pattah sa ucyate || 


yatha + + + san mātrās tisro ‘dhyardhapi va bhavet | 
kecit pradhanyamatrena vastusamjtàm pracaksate || 


apanyaso ‘tha vastvante syad am$o nydsa eva vā | 
sannyáso vatha tasyad dhrarüpam vi(?) + + + + 4h || 


prathama(pado ? уа vida)yaya madhye nydsatvabhak 
svarah| ! 

na ced amSavivadi syat sannyasah so ’bhidhiyate || 
padagitih samaptau ya prthaggitir iva sthita | 

gitapesi m vidarim tam āhur gitavidàranàm || 


pramanava(rjyam ? rjam) tasyás tu rüpam vastuvad isyate | 


vaksyamanam mukhadyangam vijfieyam (са) caturvidham || 


ekakam cavagadham са pravrttam vividham tatha | 
nyasantam арі vàam$antam vidaryekaikasam (smr ? éri)tam | 


avarohy avagadham tu ргауаќо 'méantam isyate | 
vidaryo + + + + + svaresv ekantaresu va || 


135. 


136. 


137. 


I39. 


140. 
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as 15 suitable. After having placed the viksepa іп the middle 
and the avapa at the beginning, | ' 
опе тау practise for all the padabhdgas a fourfold Раі. 
People consider the first, second, middle and last padabhdaga 
in due order: | 
[The hand-movements) connected with [the little finger and] 
the ringfinger, [produced] by the middle finger and by a mo- 
vement of the index. The ayugma [tala] is without [the middle 
finger]. By the first [mentioned] one (i.e. the little finger) and 
by the last [mentioned] one (ie. the index) [and the other 
fingers] the uttara [tala] (ie. satpitaputraka = parca pant): 
niskrama and фғазе5а, which are mentioned in the dvikala 
form [of the tala файсара ж), Thus the principle of time 
(Rala) is to be applied. Where no distinction is mentioned, 


. the pddabhaga, the máirá or the composite tala is sung with 


repetitions (pariva[rtena] ?). This is called... файаһ 
((wdghjattah °). 
According to... there are six, three ог one and a half жа?а. 
Some people explain the term vastu with the madtrd as its most 
important element, 
At the end of a vastu there is the secondary final note (ара- 
туа sa) the dominant (amSa) or the final note (уйа) or else, 
the samnydsa...(?). 
The note, which functioning as final note (nysa) occurs 
in the middle, in the first vidári, is called sasnnyása, if it is 
not dissonant (vivddin) with regard to the dominant (ата), 
The giti of the words (pada) is that which appears as a separate 
gii at the end (samdptau). People call a piece (fe$?) of a song 
да+ (section), because it splits (read: vida талай) the song. 
The length being excluded, its (i.e. of a 0110277) form should 
be considered in the same way as in the vastu. The limbs 
(anga), mukha, etc., will be explained. They are, one should 
our kinds: 
+ че pravita and vividha. Traditionally, ekaka, 
having the final note (пуава) or the dominant (amsa) at the 
i one vidari. 
== s Мы avagadha is mostly considered p have the 
dominant (ата) at the end. In the two vidáris (?)...ог In 
the notes separated by an intermediate one. 


147. 


148. 


149. 


I50. 


ISI. 


152. 


153. 
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‚ evam nydsantam ārohi pravrttam abhidhiyate | 


агоһалалп tu vividham tatha caivavarohanam ! 


nyasapanyasayogena bhaved antaramargatah | 
$uddhàsv améavasat tatra jüeya(m) antaramargatah || 


пуаѕарапудѕауовепа vikrtàsu ca jatisu | 
samudgo ‘thardhasamudgo vivrddhas ca yathabhidhah || 


samo madhyo ’tha visamo vividhas trividhah smrtah | 
vanmatra sā mahagitih samudgo vividho bhavet || 


(asam)pürnavidaryadisáàmyam caiva prakalpayet | 

nyasanto vividhah sarvo mu(ktya ? Кіуа) dvaigeyakam 
bhavet || 

nityam ca dvividarika pürvo jñeye tu sat pare (?) | 

atha trayo 1ауаһ siddhà drutamadhyavilambitah || 


+ + + + dir etesim prayogo daksinadisu | 
samoparyavapürvas tu panis trividha isyate || 

tatra talam ca panim ca ргаһаг ekam manisinah | 
samam coparipatas tu уай vadhah samsthitam bhavet | 
+ dyam padani varno va tad evam abhidhiyate | 
layayátam yatih proktà citradi(su) yathakramam || 


sama srotogatà caiva gopuccha ca yathakramam | 
atha prakaranam патша madrakady abhidhiyate || 


kulakam chedyakam caiva dvividham tat pracaksate | 
(ekavakya)n tu kulakam ta(d) dvyartham api và punah || 


146. 


147. 


148. 


149. 


150. 


151. 


152. 


153. 
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In the same way, the ascending one, which has the final note 
(nya sa) at the end, is called фғазуйа. The ascending опе 
however, is of two kinds (read: dvividham), in the same wa | 
the descending one, | " 


td г” i е ар of the intermediate note (anta- 
| ation with the final note (уйа) and the 
secondary final note (apanydsa). In the pure (Sudha) [jah 
[it 151, one should know. in ы | 7 Р 
, , consequence of the dominant 
(ата). By the intermediate note (antaramárga) 
іп combination with the final note (nydsa) and the secondary 
final note (apanydsa) іп the modified (vikria) 14115. Sáàmudga, 
ardhasa mudga and vivrddha, which according to their names 
are similar, medium and dissimilar, are traditionally the 
three kinds of vividha. The тайа gift, which is limited to the 
voice, is the sdmudga vividha. 
One should also ascertain the incomplete similarity of the 
vida 715, etc. Any vividha has the final note (nyása) at the 
end, the dvaigeyaka being excepted. 
There are always two vidárikas Formerly (?) there were as 
many as six. Next, it has been laid down that there exist three 
speeds (laya): quick (druta), moderate (madhya) and slow 
(vilambita). 
Their... application [takes place] in the daksina and the 
other [styles] Sama, upari and avapürva (read: avapdant) are 
regarded as the three kinds of фат. 
In this case the experts call а and pani one and the same 
thing. It may be defined as a hand-movement (fata) [produced] 
at the same level (sama), upwards (upari) and downwards 
adhas). 
қ 2: =, or varna, this will be explained in the same way. 
Yati is said to be the progress of the speeds (уа) їп сиға 
and the other [styles] in due o rde, ; 
respectively, equal (sama), moving; like a current "enn a) 
and [waving] like a cows tail (go puccha). Next the compo- 


sitions called mada ka, etc. will be explained. | 

These [compositions fra a n 4 ) J are considered Б а l. Ë 
[that is to say,] as hulakaand Ей уйа. The - w і : ~ 
but one sentence is kulaka. The ore, ontheot er hand, w 
consists of two sentences (lit. deals with two subjects) 
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157. nanartham chedyakam jüeyam ekaikam trividham punah | 
niryuktam padaniryuktam aniryuktam tathaiva ca || 


158. tatra (sajrvais tu niyamair yuktam niryuktam isyate | 
chandahpadadiniryogat padaniryuktasamjnitam | 


150. vastumátram aniryuktam idanim vidhir ucyate | 
anadeše tu sarvatra kartavyah sa catuskalah || 


160. vastvante sannipatas са saptarüpavidhau sada | 
kecit tu madrakàdini vidhisv ekakaládisu || 


r6r. ahus taliksariny esam kalpayanty арагапі tu | 
trimátram. vastu samsthapya madrakasya pray gavit [| 


162. etesu padabhagesu patan etan prakalpayet | 
caturthe castame саха райсаше dasame tatha || 

t63. ekidkse са Samyautva dvitiya navame smrta | 
sasthasaptamaye + + + Io ‘tha пахашазуа са || 


IO4. + + stu dwalisasy ra. svad dvittyah pürvayos tatah | 


ary astakaiam Багғуашп (jrathdmargan: upe(hamr 2 бапапі) || 


rff. wikan tur тауың а madrake dwikale sack | 
mrarvunuiamanr ару eva. Чууазагапт са. сайларагаша | 


tay. sli Фелггакйуласуабап madrake or cataskale:' 
таптын TIMENS = She bb 
Acrurvanrsuitr алаптар sumudga хіутіно Payee!) 
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157. Or, of several sentences, should be known as сйедуаба. More- 
over, each one separately is of three kinds: limited (niryubt 
limi ted | i к yukta), 

; & to its words (Padaniryukta) and not limited 
(anzryukta). 

158. The one which is fixed by all rules is considered to be niryukta. 
1-с а when. it is limited as to metre, verse 

I59. The one which [only] consists of vastus and mdtras is aniryu- 
kta. Now the procedure[of time-measurement] will be explained. 
The catuskala [variety] may be practised everywhere without 
any precept. 

бо. In the sevenfold procedure there is always a samnipdta at the 
end of the vastus. Some people speak (¿#us from x61a) about 
madraka and the other [dhruvá songs] in the [metrical] proce- 
dures of one or more kalds. 

r6r. Іп (lit. of) these [dÀruva songs] they arrange different syllables 
(ағзаға) of time-measurement (# а). After having fixed the 
vastu of three mdiras of the madvaka [song], ап expert of 
[song] practice 

гб2. must produce the [following| hand-movements (раа) їп the 
bars (pddabhdga). In the fourth, eighth, fifth, tenth, 

бд. and in the eleventh [pidabidga\’ traditionally, samya 15 the 
final [hand-movement (фФаД and in the ninth [padabhdga, 
the second (pda). In the sixth, seventh and ninth [pidabhaga} 
(ta Ja (is the final fata], 

164. of the twelfth [padabhagal it (ie. tila) fs the [fist fata], and 
of the two preceding [.pidalidgas] it is the second. [йа]. In 
this way there are three [pr] four sastus and at the end a. 
527 SIN. 

165. А paste Ez а. number of Kalis, or rather, it is based on the 
райсаранё ia]. At: the beginning am spt art Hansis, A 
eight kalas shonid be practised according the styles (тиг 

166. One should always apñsr [an ихйала: of three Raids im 
the тайуайа (song; of double kailās (fuibada) There is also 

ва гл least апі af four at 
z pratyupohana of two (kakis; at 
most. bezining 
ry. ТЕ (фе. the pratvupehana) appears at the Desr ok 
second aud ínilowing 
кый Бай 
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| че” igeyakasamjnitah | 
68. + + + nte trtiye ‘tha sa dvaigeyaxasan _ 
i T Suh prathamam vastu dvitiyam tu yathàgraham || 


169. trtiyam ahur acaryah parivartasamaptikam | 
asyaiva + + + + + + + niskramam eva са | 

170. prativastu viháya sya(Sase ? cche)sam dvikalama(trako ? 
ndrake) | | 
bhaved ekakale tasya paficapanau tu $irsakam || 


171. vividhaikakasamyuktam ubhayatrangakalpanam | 


iti mandrakam samaptam || 
atha vastüni sat sapta райса vapy aparantake || 


172. syic chakhadyardhamatrani tesv evam patakalpana | 
astami viméikà caiva dve Samye parikirtite || 


173. dvadasastadaSau talav ekavim$atimas tatha | 
upohanam (уа ? yathàá)margam adav àdyasya vastunah || 


174. Каја dvadasa kartavy4s catasra 1tarádisu | 
vrttimarge prayuiijita dve уа daksinamargake || 


175. havapy upohanani syur madhye srotogata yati | 
tatropavartanam karyam gate vastucatustaye || 


176. piirvatitanivrttais tu padais tad upapadayet | 
pürvatulyam tu gityà уай uttare tad yatha(sti ? sthi)te || 
177. tasyante 'rthasamaptim ca nyàsam саћа vigdkhilah | 
evam eva Sironte syat pratisakha tatah param || 


178. Sakhavat pratisakha ca bhaved anyapada tu sà | 


168. 


169. 


170. 


171. 


172. 


173. 


174. 


175. 


177. 


178. 
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сез wuidha, which has the dominant as initial and final 
pd — OCCUIS in the final [вайп that is to say, 
0 ha - called dvaigeyaka. The first vastu has a 
| ant (атта); the second опе, however, 
according to the initial note. 
The experts call the third (vastu) the accomplishment of 
parivarta. Its [silent hand-movements are ]... and жуа ma. 
Leaving the prativastu out of consideration, there is a remain- 
ing [part] іп the madraka [song] of double kalds: its Sirsaka, 
[which] appears in the paycapéni [tala] consisting of simple 
kalas (ekakala). 
In both cases (ie. іп prativaste and in the remaining part, 
Sirpaka) the arrangement of limbs (айра) depends on vividha 
and ekaka. 
Here ends the madraka [song]. 
Next, in the aparantaka [song], there are six, seven or five 
vastus, 
which have $àkháà and the other [parts] as half matras. In 
these [sections] the arrangement of hand-movements (файа) 
і as follows: The eighth and twentieth [hand-movements] 
are mentioned as the two Samyas. 
The twelfth and the eighteenth [hand-movements] are alas 
and the twenty-first, too. According to the styles the upohana 
occurs at the beginning of the first vastu. 
Twelve halás should be applied. One should apply four 
[halás] at the beginning of the other [vastus] in the 2718 style, 
or two [alas] in the daksina style. 
Or, there are no upohanas at all. In the case of the тоф rate 
[speed (laya)] »£dwo già is the m" тый — be 
. ve Ë 

applied, when the four v ks ds I C PPM 

receding [parts] and bave returned. As to 05 T oc ан ba 
it is ГЕ Ње precding рег ial Ao ш.» Ser 
(== panca m) [tala], which "E Ain of the composition 
Уз Акша speaks of an accomp В In the same way 
and of a conclusion at the end of this [part]. , 


: is the pratisā kha. 
! the end. Next, there is th 
DE Б ee éakia, but it has different words. The 
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TRANSCRIPTION 


talikakhyas tayor antyah kalasatko nivrttiman || 


азуай рези yathayogam yoktavye vividhaikake | 
iti apardntakam samaptam || 
adav ullopyakasyàtha matrabhiparitai(?)r yuta || 


caturdasame Samye tálau tu dvddasastamau | 
sannipato 'vasane ca prastaro ya$ catuskale || 


matreyam dvikale 'pi syad yukta patair yathàsthitaih | 
kalàdvàdasakam catra vaihadyasikasamjiitam || 


dvikalaikakalonmiésro yugmapátais tu saptabhih | 
krtvà praveSaniskramau Samya tālas trtiyakam | 


kurydd uttamaniskramasannipàta$ ca pürvavat | 
Samyadih sannipatantah praguktaikakalodbhave || 


Sakheyam pratiSa(khe 2 kha) ca bhaved anyapadanu(sà ? ga) | 
asya samharanam са syad uttare tad yathasthite || 


antaharanasamjias tu tryango "ntas trividhah smrtah | 
(ti ? vijvidho yug ayun mi($ra ? ára)s tryamso 'ngair ebhir 
isyate || 


sthitam aügam pravrttam ca mahàjanikam eva ca 

tatra sydd (vi ? dvi)kale сайре sthitam tryasrasya satkalam || 
nissabda tu kala tatra catu(rthadya ? rthy anya)d yathocitam 
yuktam ekaka(lo ? leJnátra pravrttam pajicapanina || 


Sthitavat tu nivrttyantam mahajanikam isyate | 
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concluding series of six kalàs at the end of both of these 


[parts] (Le. at the end of the said and th Sika) i 
called tdlika. 4 


According to the requirements, vividha and ekaka should be 
applied in the limbs (айра) of this [song]. 

Here ends the aparantaka [song]. 
Next, at the beginning of the ullopyaka [song] there is the 
таа, which throughout contains [the following patas} 
The fourth and tenth [hand-movements] are Samyds, the 
twelfth and eighth talas and at the end there is the samnipdta. 
This is the arrangement in the catuskala [procedure of the 
ullopyaka song]. 
Also in the dutkala [procedure] the та should be performed 
with the proper hand-movements (раѓа). In this [song] there 
is a series of twelve kalds, called vathd yastka. 
It (Le. vatha yastka) is а mixture of the dvikala and the ekakala 
[procedures] with seven atas in the even (yugma) tala. 
After having produced pravesa and mskra та [one should apply 
(kuryád from 183)] батуа and tāla (one expects Samyatálau) 
as the third [hand-movement of the padabhagas]. 
Nishráma is the principal [hand-movement], samnipáta as 
has been mentioned before. (The fourth pddabhdga], which has 
батуда at the beginning and which has samnifáta at the end, 
[occurs] in the [procedure] derived from the above mentioned 
ekakala [procedure]. 
This is the gãkhā. There is also a fratisákha, which has different 
words. Its (ie. of the ullopyaka song) samharana occurs іп 
the uttara (= pañcapāņi) [tala], which suits this [part]. 
Traditionally the final part (anta), which is called anta harana, 
has three limbs (айра) and is of three kinds. Of three kinds 
[means] with the even (yug), the odd (ayug) or the mixed 
(migra) [tāla]. The [anta], which has three limbs (read: а 
instead of ғуат50), is considered to have the pi pet TN 
sthita, фғазуйа and maha janika. In the case of 4 ери, 
limb (айра), sthita contains the six kala& of the tryasra | "a 
The fourth Aalá is silent (nissabda), the others are as has 
been said. Prauytia is furnished with an ekakala paticapam 
Кетер 


Mahajanika is considered to be like за with a recurrent 


4 


50 TRANSCRIPTION 
tatra syad dvikale yoge sthitam caccatputasrayam || 


189. nissabda paficami tatra kala $esam yathoditam | 
. niskrama ekah Samye dve taladir yugma eva са || 


190. аһагуаһ sannipatas са pravrttam iha kirttitam | 
id + + nivrttyantam param ca sthitavat tu tat || 


191. iti yugmaujamiératvà(nu ? du)bhayor misratocyate | 
ahur yugma pravrttakhyam udghattakhyam kalatrayam 


. 192. upavartanasamjnam tat pravrttam kai$cid isyate | 
athàngavidhir asyadau vividho mukhasamjnitah || 


193. vividho và pravrttam và navapratimukham bhavet | 
vaihàyasikam angaih sydd ekàdyaih sa'tpadair yutam || 


194. vividhàh syur ato 'nyàni samastany ekakà(ni) và | 
evam angair upangais ca vim$atyam$am idam param || 


195. sadangam avaram jfieyam tac ca talasamaptikam | 
ullopyakam samàptam | 
atha vastu prakaryah syàt sanmátram và tu sobhitam || 


196. samyantas tatra matrah syur dvitiyantyavivarjitàh | 
dvitiya yà$ caturthyà$ са райсатуаќ са yathàkramam || 


197. tala gurubhir акһуаќаһ sodasadvadasastamah | 
tato dvaikalamadrakyah kalabhydm tas tu sodaéa || 


198. iti vastüni catvàri trini sardhany athapi và | 
{тїн cardhani ced ardham айап daksinamargake 


199. yada tad арі vrttau syat pürnam eva bhavet tadà | 
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part (тәу) at the end. In t i . 
sthita is based on the сасс на р the dvikala procedure 
ты im M lh he remaining же аз 

3 Parum E Serama, two Samyás, the even (yugma) 
[tala] with tala at the beginning 
and a sammnipata Should be produced. In this case pravrtta 
is prescribed. The next [section] is that [section] which has 
a recurrent part (туйш) at the end. Otherwise, it is like 
sthita. 
Thus it is called a mixture of both of them, when the even 
(учета) and the odd (oja) [tālas] are mixed. People say that 
the [part] which is called yugma pravrtta contains three 
kalás, called udghatta. 
According to some people this pravytia is called upavartana. 
Next, the procedure of the limbs: at the beginning of this 
[song] there is vividha which is called mukka. 
The new(?)-pratimukha is vividha or pravrtta. The vaiháyasika 
is provided with one or more limbs, but with six at most 
(read: satparasr instead of satpadatr). 
These are the wividhas. Next, there are the other [limbs], 
which are composite or simple. Thus, with its limbs (anga) 
and minor limbs (upãùga) it (i.e. the uHopyaka song) consists, 
one should know, of twenty limbs (read: айра instead of 
ата) at most, 
but of six at least. This is the end of the [discussion on] 
tala. 

The «Шофуа?а [song] is finished. 

Next, there is the vastu of the prakari [song], or rather, the 
beautiful [part] consisting of six matras. 
There (ie. in the prakari song) the matras have %атуа at 
the end, the second and last [matras] being excluded. Of the 
second, fourth and fifth [mairas], respectively, 
the sixteenth, twelfth and eighth [hand-movements] are 
mentioned by the teaders as tālas. Next the sixteen [kalas] 
from among the kalás of the dvikala madraka. 
Thus there are four, or also, three and a half vastus. When 
there are three and a half [vastus] the half occurs at ше 
beginning in the daksina style. | - 
When this one (ie. the vastu) appears in the їй s paa ч 


52 TRANSCRIPTION 


upohanam ca tatrádyam smrtam carthavivarjitam || 


200. ubhayoh paksayos tatra kartavye vividhaikake | 
vastuny anta upāntyāyā matrayam gamanantaram | 


201. asaritam kaniyah syad iti sangrahanam smrtam | 
prakari samapta || 
atha nànàpadau pàdau tulyagityádilaksanau | 


202. prthag ovenakasya syád aparantakavastuvat | 
dvikalo masaghatakhyah райсарапіг atah param || 


203. asamanatvanityatve tasya pradhànyakarane | 
dvitiyà cástami caiva dve Samye parikirttite || 


204. caturthasasthanavamiàs talah $esam yathoditam | 
aparántakavac catra vijüeyam upavartanam 


205. ürdhvam sampistakam và syad ubhayatrapi và punah | 
upavartanavat sandhis tatsthah syàc catura$rakah || 


206. yugmapravrttavat karyam sandhivad vajrasamjtütam | 
sampistakakhyam (antra ? atra) syad vaihayasikasammitam || 


207. niskrama eka(tri ? s tri)$ šamyas tritalo 'nyad yathoditam | 
pravenyam upa(dada ? pàta)$ ca dvikale syur ihotta(rah ? 
rah) || 


208. upapate dvitiyas tu Шаһ kaiécid udahrtah | 
antáharanam apy atra bhaved antasamanvitam || 


209. evam tu dvadasangani sapta vasyopapadayet | 
sampistakapravenyau ca tatha caivopavartanam || 

210. upapatam са ѕаріайре na prayuiijita gitavit | 
pravrttam cávagàdham ca pravenor iha tu kramát 


211. prayah $esesu vividha ekaikam copavartake | 


200. 


201. 


202. 


203. 


204. 


205. 


206. 


210. 


211. 


. Thus one should produce twelve or seven limbs 
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complete (barna). There is also an wohana, which is tradi- 
tion ally the fir st [part], but which may also lack one half 
(read: cardhavivar уйат). 
In both cases vividha and ekaka should be performed there 
(i.e. in the fourth vastu). In the last but one mäta in the final 
(lit. in the vastu at the end) vastu there is another movement: 
This is а small dsárifa (à sária kaniyas) Traditionally, it is 
the samharana (read: samharanam instead of sangrahanam). 
The prakari [song] is finished. | 
Next, the two ādas, which have different words (pada), but 
the same rhythm (grt) and other characteristics, 
appear separately in the ovenaka [song] in the same way as 
in the vastu of the афаға ntaka [song]. Next, there is а dvikala 
pancapam [section], called mdsaghata. 
The dissimilarity and constancy are the causes of its predom- 
іпапсе. The second and the eighth (hand-movements] are 
called Samyas. 
The fourth, the sixth and the ninth are /d/as. The remaining 
ones as has been said. Then, one should know, there is the 
upavartana, which is just as in the afarániaka song. 
After this there 15 the sampistaka, or rather, in two cases. 
Sandhi is like the upavartana. In this [song] caturasraka 
appears. 
It (i.e. сайиғағаРа) should be performed like the even (yugma) 
pravitta. [The section] called vajra is like the sandhi. [The 
section] called sampistaka is like the vathdyastka. 


. One niskra ma, three 5атуйв and three tālas; the other [hand- 


movements] as has been said. In the pravem and in the 
wpapáta (read: wpapáte) the dvikala uttara (= $aficapáti) 
[tālas] appear. | MM" 
According to some people it (ie. the dvikala pañcapām) is 
the second tāla in the ифафйіа. In this song there is also an 
аша harana accompanied by an anta. — 
[song]. Sampistaka, pravent, wpavartana | 

апа upapdta should not be applied by an expert of ШНЕК "a 
the [ovenaka song] of seven limbs. Pravrtta and avagd 


respectively occur in the two pravers. | | 
In the other [sections] m o ly vied ha occurs; ekka (real: 
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ovenakam samaptam | 


athardhante ca matranam talasamye yathakramam || 


caturdaáyàm ca paficamyam matrayam tala isyate | 
sasthi tu mandrakàntyavan matra rovindakasya tu | 


tatrastakalam айуауа шдӛітауаһ syad upohanam | 


pürvavat trikalam karyam anyasam pratyupohanam || 


padah pürvo ‘yam aparas tadvad anyapadah smrtah | 
kalàsv astasu yo ‘nydsu varnah pürvasya giyate || 


sa ca dvitiyapadddau sa са prastara isyate | 
dviti yapade prastárah Sariradvikalottare || 


tatropavartanam kai$cid isyate pürvavat tu tat | 
tatrddau vividham kàryam pravrttam api và bhavet || 


nivrttayas tathà (ka)ryà madhye (ti ? tri)aturah smrtah | 
avamarse nivrtte syad uttarànte ca Grsakam || 


asyada(de ? v e(kakam nityam pravrttam сару atah param | 
padadisu yathestam ca yoktavye vividhaikake || 
rovindakam samàptam || 


athadav uttarasya syan mukham pratimukham tada | . 


ullopyakavad anta$ ca bhaved aniyamas tu sah || 


220. 


dvikale pafica(panau) tu śākbāklptis tu (pü)rvavat | 
tayor madhye prayoktavyam ралсарапал tu Sirsakam || 


e >= deeds ee dum a on hose) hi... pactum sm ge maa. n m mimus amm 9060 Rb ee «себ алма) um беното cpi tium dag dms clit quib Quinaire iei Po ui 40 am it ——Osm S ik wk d. oe 
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ekakam instead of ekaikam 


occurs 1 - 
upavartana). | In the upavartaka (= 


Быз. RED ay ends the ovenaka [song]. 
ERS way and at the end if ; 
Ша and šamya appear. of the mdátras, r es pat ely, 
On the fourteenth [ald] in the fifth ma tala is prescribed. 

e sixth mdtra of the rovindaka is li Т 
ci -Кепёйїйүнба [song] [song] is like the last [matra] 
In this song the wpohana is a series of eight kalās belonging 
to the first тита. Like the one (ie. the upohana) mentioned 
before, a series of three kalds belonging to the other [mátras] 
should be performed as pratyupohana. 
According to the tradition the first [section] is called pada; 
the following [section] is similar, but it has different words. 
The sarna, which is sung in the other eight alās of the initial 
[section], 
this one also occurs at the beginning of the second pada (i.e. 
jratipbá da). This is considered to be the prastdva. In the 
second pada the )ғазата appears in the dvikala uttara (= 
pañcapāni) [tala] of the saria. 
In this song an upavartana is prescribed by some people. It is 
as has been mentioned before. At the beginning of this [song] 
vividha should be performed or a pravrtta occurs. 
In the same way there are repetitions (иш). Traditionally 
there are three or four vocalisms (read: ¿kara instead of 
ákirya) in the middle [of the $arira section}. When the repe- 
tition is uniform (read: avisesa instead of avamarse) Strsaka 
appears at the end [of the song) in the uétara (= pañcapå ni) 
tala}. 
^ 5, beginning [of $irsaka] there is always ekaka; next there 
is pravrtta. In the pddas and the other sections vividha and 
ekaka may be applied at will. 

Here ends the rovindaka [song]. 

At the beginning of the uttara [song] there is the mukha; 
next there is the pratimukha. [These sections are] „мы S 
the ullopyaka [song]. There is an anta, but Us ran у. 
The $àkhis аге composed in а dvikala файсафати [tala], at 
as has been mentioned before. Between them a 51у5 ба shal 
be applied in the pañcapā ni [tala] 
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221. para(ni dva)dasangani (syub) ka(vyany ? ryany) aparani sat | 
rovindakavad atranyat pada + + vivarjitam || 
uttaram samaptam || 


222. ity evam rsibhir gitam sámavedasamudbhavam | 
saptaripamato jatam gitajatam рша kila || 


223. tatra samksepapakso yah gamamargah sa ucyate | 
vistaram сака + + + + + vayavalaksanam || 


224. tatra vadyadiko bheda uttare khañjanatkute | 
tatrásáritakesv àdau $amyádiyug athottarau || 


225. muktikah sannipátà(ntake ? nte ka)nisthe ‘tha layantare | 
madhyame dvikalah karyo + + + + catuskalah || 


226. karyah райсака(а ? lo "nyesàm ekavrddham upohanam | 
uttare yah kala antyà nava sapta da$aiva tu 


227. krame(na sau ? nasv) antyayoh kalpyas talah prathama- 
vastunah | 
asaritasamühena vardhamanam yathavidhi || 

228. àvrttyà pürvagitanam khandikanam tad ucyate | 
navastau dvigunas tas ca kalas taddvigunah kramat || 


229. catasrah khandika jfieyà vidvadbhir vardhamànake | 
tasam etàni namani vijneyani yathakramam || 


230. visala sangatà caiva sunandà sumukhi tathà | 
paficaprabhrtyekavrddhah kalas ta(sa)m upohanam || 


231. prtha(k) prayoge talaS са kathyate 'yam yathakramam | 
madhyamasaritadyasya vastuno уай udahrtam || 


221. 
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азай ые Should be applied at maximum, six limbs at 
dais пе erum it ап ма іі 
od). Being:excluded. , however (read: pada[bhyam 
| Here ends the uttara [song]. 
In this way [the vocal music}, which originated from the 
Samaveda, Жаз сыпа by the wise (75%, plur) From this [kind 
of music] in ancient times the seven kinds of songs developed. 
In these songs the case of conciseness is called Samamarga. 
Extensiveness... characterizing the sections (read: ava- 
yavalaksanam). 
There (i.e. in this kind of music) a division into instrumental 
music, etc. [was made] Later khañja and natkuta [appeared]. 
At the beginning in the dsdvifas there are an even (уи) = 
yugma) and two файсарат [tālas], beginning with атуда. 
The simple (mukttka) [procedure of tala} occurs in the kanistha 
and /ауйтаға (аза ritas) which have a samnipdia at the end. 
In the madhyama [254 ria] the dvikala [procedure] should be 
applied, [in the jyestha àsarita] the catuskala [procedure]. 
Five kalds should be applied. The upohana of the other [parts] 
contains each time one more [5а/2 | The final kalds, which 
appear in the utara (= файсара ти) [tāla], are nine and 
seventeen [in number]. 
In the following [sections], in due order, the tala of the first 
vastu should [also] be applied in the last two [vastus]. According 
to the rules vardhamána springs from a collection of 452 rias. 
It is called so, because of the repetition of the parts (khangika), 
which have been sung before. Nine, eight, the double of it 
(dviguna; ie. sixteen) and the double of this number (íad- 
dviguna; ie. thirty-two) kalás, in due order, | | 
are the four parts (khandtka) in the vardhamanaka [song] 
to be known by the experts. Their names, one should know, 
ctively: 
Е sirs s кенін and sumukhi. Their upohana contains 
five kalās in the case of the first [part], [in the oter par ts] 
each time one more hala. . 
Тһе tala of each one, being performed «итеу ова 
explained in due order. That (Le. the ap o us ám oft the 
mentioned before in connection with the $ 


madhyama  ásárita [in vi$alà 3 


58 


232. 


. 233. 


234. 


235. 


236. 


237. 


238. 


239. 


240. 


TRANSCRIPTION 


dvicatuskalayugmas ca yugmaujas ca catuskale | 
iti vardhamanakam samaptam || 
athadau panikayah sya(d) mukham pratimukham tatha || 


matra rovindakasya + + + + lah prthak prthak | 
а(га ? ka)rena vidaryah syuh kevalenantarantara | 
api va nantarah karya (akara)padapirvikah | 
atah param éariram tu paficapanicatustaye || 


yathasthite prayoktavyam бігав sampistakaikakam | 
vidyad upohanadini mukhadi(ni) yathakramam || 


(a)saritindm tadvac ca vardhamanasya khandikah | 
athehánuktatalànam gitavayavasambhavah || 


tülah 4 + + + + bhyam samsadhyo yuktitah kvacit | 
gitayo "рі catasras tu magadhyadyah samasatah || 


tatra syan magadhi citre padaih samanivrttakaih | 
ardhakalanivrttais tu varnàdyà cardhamágadhi || 


vrttau laghvaksaraprayà gitih sambhavita smrta | 
gurvaksarais tu prthula уатпайһуа daksine sada || 


margesu tà yathdyogam catasro gitayah smrtah | 


 atha marga уа uddistas tesàm пат dhruvah smrtah || 


241. 


242. 


mátrikah sa prayoktavyah suviviktalayanvitah | 
tatah sydd dvigunaš citra uttarau dvigunottarau || 


ji ‘ty aivam sarvagitàni sarvamargesu yojayet| 
purvacaryamatarayaitad diñmatram samudáhrtam || 


232. 


233.... Ше mdtra of the rovindaka [son 


234. 
235. 
236. 
237. 


238. 


239. 


TRANSLATION 


59 
the dvikala [procedure of the] ev 
en (yugma) [tala i жаға 1; 
the catuskala [procedure of the] even —— m in —N : 
the even (yugma) and the odd (oja) [tàlas] in the um "is 
[procedure in sumukhr] — 
Here ends the vardhamána [song]. 


Next, at the beginning of the &gwibz 
ka [ 
mukha and the pratimukha Ратка [song] there are the 


ан: gj...separately. Th 
vida ris occur between the other parts with кергіп кше 


or should not be practised between [the 

preceded by words [furnished] with vocalisne Nese (еу аге 
бауға in a series of four faficabá ш [tālas]. | 

Оле should properly apply sivas and sampistaka together 
with ekaka. One should know upohana, etc. and mukha, etc 
In due order. mu 
The parts (khandika) of the vardhamána [song] are similar to 
those of the dsdritas. Next, the origin of [some] talas, which 
have not been mentioned before, is in parts of songs. 
Somewhere time-measurement (Ма) may properly be per- 
formed Бу... In short, there are also four gitis, viz. magadhi, 
etc. 

Mágadh: occurs in the cifra [style] with words which are 
equal and which contain repetitions (nivriit). Ardhamagadhi 
contains varnas, etc. and [is furnished] with repetitions which 
take half the time. 

Traditionally sambhávità is a giti which occurs in the urtt 


. [style] and which chiefly consists of short (laghu) syllables. 


240. 


241. 


242. 


Prihwá has long (guru) syllables, is richly endowed with 
varnas and occurs always іп the daksina [style] i 
These are, traditionally, the four giis, which according to 
the requirements occur in the styles (márga) According to 
the tradition, dhruva [pata] is the root of the styles (marga), 
which have been taught. 

It depends on the тайға (mátrika) and it should be performed 
with clearly distinguished speeds (laya). It is twofo z in = 
citra [style], and the two following [dhruvapatas] эсш епу 
characterized by doubleness. 
After having become faniliar 
perform them in all styles. The above 


with all soms, one should 
mentimed points are 
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243. tesàm drstim samálokya samadhyeyas tu sadhubhih | 
ve SE du 5 Mace 48 ae sis 28 92 EE SE || 
243}.akarod аа Шаһ Sdstram gitam dattilasamjüitam || 


iti dattilam samaptam || 


TRANSLATION бі 


only a reference to the system of the ancient teachers (read: 
-matair etad). 


243. Their theory should be examined and laid down by the 
experts .... 


243).Dattila wrote this treatise, called Dattilam, in metrical form. 


Thus the Dattilam ends. 


СОММЕМТАКҮ 


1. gàndharva$astra, “theory of music". M. Monier-Williams, 
Sanskrit-English Dictionary, New Edition, Oxford 1956, 1960, 
1964, p. 353, col. 3 explains this term, which also occurs MBh. 13, 
107, 140 (if no other edition is mentioned, the numbers of MBh. 
and R. refer to the critical editions), by equating it with ga ndhar- 
vakalá, і.е. "art of the Gandharvas, song, music". Since ра ndharva 
is often used in the epics (cf. comm. Datt. 2) to indicate music— 
the art which, according to the ancient Indian opinion, was especial- 
ly practised by the celestial musicians (gandharvas, сі. comm. 
Datt. 2) —, gándharvasá stra іп the context of Datt. 1 obviously 
refers to the theoretical aspect of music, because this treatise deals 
with the theory of music. 


2. gàndharva, "music". In ancient times music is indicated 
by the word gandharva. By later authors, however, it is called 
йа or за йа (cf. comm. Datt. 139-140, vastu). In Vedic texts 
the term gandharva does not occur. We find the following musical 
terms: vddita for instrumental music, рИа for vocal music апа 
gátha to indicate originally religious, later on also secular musical 
recitations ("Sprechgesang") or songs in a simple recitative style 
in contradistinction to the more complicated sàáman-melodies 
(cf. P. Horsch, Die vedische Gàthà- und Sloka-Literatur, Bern 
1966, pp. 219 ff). Just as the Vedic authors, Narada (the author 
of NarS.) does not use the term ga ndharva. Instrumental music 
is called vàdya ог kárupravádana, і.е. "the art of playing musical 
instruments" (cf. NarS. 1, 4, 12); vocal music is indicated by the 
word gana. 

In epic poetry the term gandharva occurs many times. Cf. for 
instance: MBh. 3, 164, 54; 12, 203, I9; 13, 20, 22; R. 7, 23, 51 
(Bombay ed. quoted by P. C. Dharma, Musical Culture in the 
Ramayana, in: Indian culture, 4, 4 (april 1938), p. 450. Vocal music 
1s called gita (cf. MBh. 2, 4, 31; 3, 45, 6; 9, 36, 9; 9, 53, 17). Instru- 
mental music is called vaditra (cf. R. 2, ІЗ, ІІ; MBh. 2, 4, 31; 
3, 45, 7). It is interesting to notice that the author of the Ramayana 
uses the same musical terminology as Bharata, Dattila and the 
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other ancient Indian musicologists, when he describes the musical 
skill of the minstrels Kuéa and Lava. Cf. R. x -0: bath 
са madhuram brama nas tribhir 4 ан t; = ра эы 
дең frilayasamanwi tam | л r am | jatibhih saptabhir yukiam 
b M. || hásyasrnga rakárunyaraudravirabhayá- 
nakath | bibhatsádirasasr yuktam Rávyam etad aga yatàm || 8 || tau 
іш ga ndharvatattva] Шш sthànamürcchanákovidau | Олуйіаған svara- 
sampannau gandharvay iva rüjinau | 9 ||, "In a reciting and in a 
singing way they sang poetry, which was sweet, furnished with 
the three durations (i.e. the durations of notes and syllables, viz.: 
laghu, guru and pluta), based on the seven jatis, furnished with [the 
accompaniment of] stringed instruments and with speeds (7), 
endowed with the comic, erotic, pathetic, furious, heroic, terrible 
odious and other sentiments (8. The two brothers, knowing ilia 
essence of music, being skilled in practising registers and scales, 
and being Well-versed in producing notes, are like two Gandhar- 
vas (9). 

BhN. 28, 8 (Baroda ed.) defines gándharva: yai tu tantrikriam 
prokiam nanatodyasamasrayam | gándharvam sti taj jñeyam svara- 
tàlapadà tmakam, “That, which is said to be performed on stringed 
instruments and which [also] depends on various other instruments, 
should be known as gandharva, which is based оп notes, time- 
measurement and words". Since this definition considers only the 
instrumental aspect, we should also compare BhN. 28, 10 (Baroda): 
asya yonir bhaved ga "am vind тата tathaiva ca |, “Its (ie. of 
gándharva) source is singing, lute [playing] and flute [playing]. 
For notes (svara), time-measurement (tala) and words (pada) as . 
constituent elements of music (g@ndharva) cf. also BhN. 28, її 
(Baroda ed.). | 

MBrh. хо f. calls "sound" (батат), which is a universal, philo- 
sophical term, the source of music. e 

According to SarnSR. 4, І ff. gándharva and gána are two distinct 
kinds of music (gia) Cf. comm. Datt. 139-140, vastu. СІ. also 
KuSR. 2, 4,1,3-4. | | 

Тһе Кыа +: explanation of ga ndharva as "something which 
is connected with the Gandharvas" is found BhN. 28, 9 (Baroda ed.): 
atyartham istam devanam ғала pritskaram Рини | gandharvanam 
ca yasmad ам tasmad ga ndharvam ucyate ||, “As it is very much 
desired by gods and as it gives much pleasure to Gandharvas, at 
is called the gandharva (Le. a thing belonging to Gamh arvas) 
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(cf. Ghosh, Transl II, p. 3, ch. 28, 9). A similar definition of 
gándharva is given SàrnSR. 4, 2: anádisampradá уат уай gandhar- 
vaih samprayujyate | niyatam. Sreyaso helus lad ga ndharvam jagur 
budháh ||, “That, which from eternity exists as a tradition and 
which is always performed by celestial musicians as something 
which brings happiness, is what the experts call gandharva’. 
gandharva. Although there exist many etymological expla- 
nations, the origin of this word remains uncertain. Cf. М. Mayrhofer, 
Etymologisches Wörterbuch des Altindischen I, Heidelberg 1956, 
pp. 321 f. Since it is impossible to give a complete description of 
the Gandharvas within the scope of this dissertation, I will mainly 
examine the musical aspect of these so-called “semi-divine beings”. 

As far as I know, most modern scholars agree with A. A. Mac- 
doneli, Vedic Mythology, Strassburg 1897, p. 137 that there is no 
distinct trace in the RV. of Gandharvas functioning as celestial 
singers. I wonder why nobody paid attention to the strange 
phenomenon that the well-known musical function of the Gandhar- 
vas, which is so clearly pointed out in the epics, should be completely 
absent in the RV. Only Professor Gonda tried to explain the 
changing conception of the Gandharvas by referring to the obvious 
tendency of Indian “high brow literature" to give primitive 
fertility gods а more cultivated appearance, more “majesty” 
(mahas). Cf. J. Gonda, Die Religionen Indiens I, Veda und 4lterer 
Hinduismus, Stuttgart 1960, р. тот. Music and especially lute 
playing is associated with mahas. Cf. Gonda, The meaning of 
sanskrit mahas, in: JOIB 8 (1958/59), p. 248. 

The RV. mostly speaks of опе Gandharva, who is called Vi$- 
vavasu, literally “possessing all goods" (cf. RV. то, 85, 21 f.; cf. 
40 f. and 10, 139, 4 f.; cf. also АУ. 2, 2, 4; VS. 2, 3) and who is said 
to live in the high region of the air, where he is the measurer of 
space (cf. КУ. то, 139, 5). 

There 15, however, one aspect, which is very interesting, because 
it may contain the starting point for the later development, or 
rather, the ofigin of the musical conception of the Gandharvas. 
It is the relation of the Gandharva with Soma and Vac. 

The Gandharva guards the place of Soma (cf. RV. 9, 83, 4), the 
celestial ambrosia (but also the intoxicating ritual drink), which 
stimulates the voice (cf. RV. 6, 47, 3; 9, 84, 4; 95, 5; 97, 32) and 
which is called “lord of speech” (vácas фай; RV. o, 26, 4; IOI, 5) 
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or "leader of speech” (váco agriya or a 


I t gre, RV. z | 
12). Soma is said to have dwelt among the i iie 25; 86, 
been stolen by the Gandharva Vigvavasu According ы EE 


dition Kr$ànu, th 
tra RO el d а Tus аши, who is also called a Gandharva 
(cf. ce MER 55, 2; 4, 27, 3,9, 77, 2; TÀ. X, 9 3) shoots t 

: Fus ы S ! 35 5 at the eagle, 
which steals the Soma. There is also a tradit ы 

ion, according to 
which the Gandharvas kept Soma for the gods, but. allowine i 
to be stolen, were punished by exclusion from АСЫ а sj 

‚ Whether the 5 ! an MS 
3, 8, то) ether thé Soma. was stolen or not, it was kept bv th 
. As th t | | in da 
Gandharvas. As the gods, on the other hand, wanted to get it back 
from the Gandharvas, the goddess Vac ("Speech") advised the 
gods to buy it. She offered herself as price and promised to come 
back, when the gods would call upon her. The Gandharvas, being 
fond of women, accepted the bargain (cf. AB. x, 27; TS. 6, 1, 6, 5; 
MS. 3,7, 3; SB. 3, 2, 4, I-6). When Уас fled, the two sides, іе. the 
Gandharvas and the Gods, tried to retain her, The Gandharvas 
recited the Vedas, the gods danced and sung, and won her heart. 
Again she fled from them and entered the wood. When the gods 
found her, they cursed the wood. The trees, however, distributed 
her іп the drum, the lute, the reed-pipes, etc. (cf. PB. 6, 5, roff.; 
TS. 6,01, 4, 1; 6, т, 6, 5; MS. 3, 6, 8; 3,7,3; SB. 3, 2, 4, 3-6). This 
story is nothing but a mythological explanation of the fact that 
there is "sound" in the wood of the drum, the lute, the flute and 
other instruments. 

Although it is said that Vac as goddess, as female being, seduced 
the Gandharvas, we should not pay too much attention to this 
aspect of Vac, which is an aspect of personification. Just as Soma 
is not only the god, the personification of the celestial ambrosia, or 
the intoxicating ritual drink, but also inspiring power (vacas рай, 
“lord of speech”; see above), SO Vac 1S not only the goddess of 
Speech, but also the inspired voice, the inspiron, possessed by 
the Gandharvas, and the inspired voice of the preg, who recites 

š | for instance, saying that 
and sings the ritual texts. RV. то, 177, 2, 19 тете” 
the Gandharva evokes (littl: says or proclaims,vad-) ler (ie. - 
in the womb (gay), might be understood as an attempt to 
Pss -cniration. Сі. J. Gonda, The Vision of 

escribe the procedure of inspiration. : 
the Vedic poets, The Hague 1963, P. 17°. 
; = i the 

There is one story in the PB., w hi ch реф у illustrates 
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the creation of the drnayu melody. Cf. PB. 12, ті, то:“Тһе Angi- 
rases (once upon a time) performed a sacrificial session, and (in 
consequence of it) they reached and won the world of heaven, but 
the path leading to the Gods they did not know. One of them, 
Kalyana of the Angiras-clan, went out (away from his fellow- 
sacrificers) to study. He came upon the Gandharva Ürnàyu, who 
was swinging amidst the Apsarases. Whenever he (Ürnàyu) indicated 
one of these by (the words): 'this one', she desired him. He (Ürnàyu) 
addressed him: ‘Kalyana, reached verily and won by you is the 
world of heaven, but the path leading to the Gods ye do not know. 
This chant is conducive to the attainment of heaven. By using it 
in lauding ye will get to the world of heaven. But do not say: 
‘It is I who have seen it''" (translation: W. Caland, PaficavimSa- 
Brahmana, The brahmana of twenty-five chapters, Calcutta 1931, 
p. 298). The next section tells how Kalyàna returned and taught 
the melody to the Angirases who by singing it got to the heaven. 
Kalyana, however, was left behind, because he told them that 
he himself had created the melody. Cf. also JB. 3, 76 f. 

Whereas in Vedic literature mostly one single Gandharva is 
mentioned, in epic poetry the Gandharvas form a class of beings. 
MBh. 12, 29, 69 speaks of "seven times six thousand" dancing 
Gandharvas. Especially in the MBh. the Gandharvas, who are also 
called devagandharvas, are described as celestial musicians. They 
sing (cf. MBh. 3, 219, 37; I2, 311, I4; 13, IIO, 59; 82; 15, 40, 16), 
performing gatha songs (cf MBh. 5, 107, то) and sámans (cf. 
ibidem), and play musical instruments (cf. MBh. 9, 60, 52; 13, 20, 
21). They are said to be skilled in singing and playing musical 
instruments (gttavddttrakusala; сі. MBh. 2, 4, 31) or in singing and 
dancing (gitakusald туйези ca visáradáh; сі. MBb. 14, 9o, 39). The 
suggestive power of their music is illustrated MBh. 5, 107, 9 ff., 
where it is said that king Raivata, while listening to the bewildering 
(ctttabudhihara) songs of the Gandharvas, forgot the time and 
went to the wood for such a long meditation, that in the meantime 
his wife died. 

Although in the MBh. Gandharvas mostly appear in groups 
(сала), some of them are mentioned individually, that is to say: 
Visvavasu, Citrasena, Narada, Tumburu, Haha and Hühiü. 

Visvdvasu, whose name also occurs in the RV. as an epithet 
of the Gandharva (see above), and MBh. 6, 61, 42 as an epithet of 
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ум, is in the MBh. a very important Gandharva who is called 
"king of the Gandharvas” (gandharvarája; cf. MBh : 
one of the divine Gandharvas (d Je ‚1,85 ). He is 

: : ( evagandharva), who are present at 
үе ы af Анла (ct. MBh. T, 114, 47). MBh. 3, 88,15 f mentb ns 
Visvavasu, singing a religious śloka. MBh. 12, 29, 69 illustrates 
the pressive power of his lute (or harp, vind: cf. comm. Datt. 9 
vind) play ing during the sacrifice of Dilipa: avádayat tatra vinim 
madhye visvavasuh svayam | sarvabhü tà ny amanyata тата ийа. 
уайфу ауат, "There Vi$vàvasu himself played on his lute (vinà; 
see above) amidst them (іе. amidst the seven times six 
thousand Gandharvas, mentioned MBh. r2, 29, 68) [in such a way 
that] all living beings thought: He plays [especially] for me”. 

Citrasena, the son of Vi$vavasu (cf. MBh. 3, 89, 13; 3, 164, 54 f), | 
taught music to Arjuna, who became his friend. СЁ MBh. 3, 45, 
6i.: туйат gitam ca kaunteya citrasenád avapnuhi || 6 || vaditram 
devavihitam nyloke yan na vidyate |, "You, Kaunteya, will have to 
learn dance and music from Citrasena (6) [and] instrumental music, 
which, being performed by the gods, is not found in human prac- 
tice". Cf. also MBh. 3, 89, 13 Í.: visva vasos ca tanaydd Пат mrttam 
ca sima ca | vaditram са yathanya уат pratyavindad yathavidht 
ІЗ || evam Rriásirah kaunteyo gandharvam vedam aplavan | sukham 
таза" ..., “From the son of ViSvavasu he learnt, according to 
the rules, vocal music, dancing, song[s] of the Sámaveda and 
instrumental music (13). When Kaunteya (ie. Arjuna), skilled in | 
archery, had fitly obtained the knowledge of music, he lived 
joyfully’. 

Narada, see below. 

Tumburu is said to have been a disciple of Narada (cf. BhaP. I, 
I3, 37; 59). Не may have been an important Gandharva, since he 
appears among the kings of the Gandharvas (g andharvar аја, сі. 
R. 2, 85, 43) and leads the chorus of the Gandharvas, singing at the 
birth of Arjuna (cf. MBh. 1, 114, 43). MBh. 2, 4, 30 Se mum 
á$e sma tumuruh, “Tumburu was always present (Le. in the 
palace of Yudhisthira, where he directed the Gandharvas). Cf. 
MBh. 2, 4, 32 f- samcoditas tumburuna gandharvalt uec | — 
|| 32|] edyanti divyatanais te yathanyayam manasvinah г d 
by Tumburu, the Gandharvas sang together (32). An go pe 
they sang, according to the rules, with beautiful tanas (ie. SELES 
of notes: cf. comm. Datt. 30 ff. ). According to BhāP. x, 13, 37; 
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59 Tumburu came with Narada to see Yudhisthira and returned 
to heaven. MBh. 3, 156, 28 says: upasinasya dhanadam tumburoh 
parvasanndhisu | gitasa masvanas tata 5ғй yate gandhama dane, "During 
the moments of change of the moon, o my dear, one could hear on 
mount Gandhamádana the sound of the songs and melodies of 
Tumburu, who was sitting near the Bestower of Wealth (ie. 
Kubera)”. MBh. 3, 44, 28 mentions Tumburu among the Gan- 
dharvas singing in Amarávati, the paradise of Indra, which is also 
the divine garden of the Apsarases: tatra sma райда ра yanti батпа 
paramavalguna | gandharvas tumburusresthah Rusala gitasdmasu ||, 
“There the Gandharvas, among whom Tumburu is the most 
excellent one, and who are well-versed in singing melodies, sang 
religious songs (gafhà) with the most beautiful melody (sa man) 
BhaP. 5, 25, 8 says that Tumburu and Narada sing the glory of 
the Unborn One. According to BhaP. то, 25, 32 and 27, 24 Tumburu 
and other Gandharvas sang the praise of Krsna, when he lifted up 
and supported the Govardhana hill to protect the cowherds against 
Indra’s storm. 

Once the above mentioned four main Gandharvas appear 
together: MBh. 14, 9o, 38 Í.: náradas ca babhii ойра tumburus са 
mahadyuith | vi$vdávasus cttrasenas tatha nye gitakouidah | 38 || 
gandharva gitakusala nrttesu ca usdradah | татауат sma tan wpran 
yajnakarma niaresv atha || 39 ||, “Неге Narada appeared and the 
very glorious Tumburu, and also Visvavasu, Citrasena and other 
singing experts (38). The Gandharvas, who are well-versed in 
Singing and skilled in dancing, enjoyed the priests during the 
intervals between the ritual acts (39)’. 

Е. W. Hopkins, Epic Mythology, Strassburg 1015, p. 153 draws 
a distinction between the Gandharvas who are the minstrels of 
gods and those who are the minstrels of men. R. І, 4, 9 compares 
Kusa and Lava, the human minstrels who recite the Ramayana, 
with celestial minstrels (gandharva). 

MBh. 2, 10, 14 mentions two special kinds of Gandharvas, viz. 
Kimnaras (lit. "what kind of man", ie. a mythical being with a 
human figure and the head of a horse or the reverse) and Naras 
(mythical people). 

Most of the time the celestial Gandharvas are associated with 
the Apsarases (cf. MBh. 2, 4, 31; 5, ІІ, x1 f), who, like the Gan- 
dharvas, developed from one single being referred to in the RV. 
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(cf. КУ. xo, то, 4, where the Apsaras is implicitly said to be the 
wife of the Gandharva) into a class of nymphs who first lived in 
the waters but later on inhabited trees. Originally, they probably 
were deities presiding over fertility, just as the Gandharvas. In the 
course of time, however, the Apsarases, like their male companions, 
got a more cultivated appearance. According to MBh. 1, 114, 43 
the Apsarases dance, sing and play. R. 5, 3, 24 compares women 
singing a Sweet Song to Apsarases. The nymphs sometimes also 
play musical instruments (cf. R. 3, то, 18). 

MBh. 9, 36, 8-11 describes а firtha (i.e. a bathing place consisting 
of stairs for descent into a river; sometimes a place of pilgrimage) 
of the Gandharvas and Apsarases on the river Sarasvati It is 
interesting to notice that the goddess Sarasvati, who in the RV. 
is considered to be a river-goddess, is in the Brahmanas (cf. SB. 
3, 9, I, 7; AB. 3, 1, 10) identified with “speech” (Vac), a goddess, 
who in the Vedas and Brahmanas is mentioned in connection 
with the Gandharva(s) (see above). In later times Sarasvati became 
the goddess of eloquence, poetry and music and was represented 
as a graceful woman, holding a vinà in her hands (cf. e.g. С. Marcel- 
Dubois, Les Instruments de musique de l'Inde ancienne, Paris 
1941, p. 75). | | 

It is quite possible that in ancient times minstrels or other 
men, who were well-versed in music, Were called gandharvas. 
Some places in the Ramayana point in this direction (see above). 
Svàmi Prajfidnananda, History of Indian Music, Calcutta 1963, 
erroneously considers the celestial Gandharva-musicians them- 
selves to be the settlers in the Gandhara region, obviously confusing 
mythical and historical things. | | 

svayam bhi, “the Self-existing One", ie. Brahman. | 

Narada. In Vedic literature Narada 1s a brahmanical sage 
(brahmarsi; сі. АУ. 5, 19, 9; 12, 4, 16; 24; 41). In the Puranas эф 
is called а devarsi, ie. a divine sage ОГ seer. Cf. BhàP. Li 
УАР. 52, 3, where Narada is described as a devarsi holding a vina 
in his hand. The musical aspect of this mythical Seer, who, according 
to some scholars, bears a resemblance to Orpheus (ct J. Dowson, 

Lom adie hologv, London 101961, p. 219), 
A. classical dictionary of Hindu Mythology, 0 | 
i | i MBh. He is said to be the sixteenth 
is especially woked out in the it ЕГІЛЕ ТІН 
son of Muni (the daughter of Daksa, the wite o d SES н 
mother of a class of Gandharvas and Apsarases) 
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devagandharva (cf. MBh. т, 59, 43). According to MBh. 9, 43, зт 
he was the chief of the devagandharvas. MBh. 5, 11, 12 mentions 
him together with Visvavasu and other Gandharvas, being present 
at the court of king Nahusa; 6, 7, 18 together with Tumburu, 

Vigvavasu, Haha and Наһа on mount Meru; I2, 3II, 15 
together with tbe above mentioned Gandharvas. MBh. т, 114, 
46 mentions bim among the devagandharvas who were present at 
the birth of Arjuna. According to BhaP. 2, 4, 25; 5, І-8; 7, I, 30; 
II, 27, 2 he sang а gatha іп honour of Arjuna. Narada is considered 
to have been a friend of Krsna (cf. MBh. 12, 82, 3-30, containing 
a discourse between Krsna and Narada). He is often associated 
with Parvata (cf. MBh. 12, 30, 4; 6; 17 etc.) and supposed to be, 
like Parvata, a messenger of the gods. 

The most elaborate description of Narada as a mythical seer 
and а celestial musician is found MBh. 0, 53, 15-18: tatha tu tisthatam 
tesam nárado bhagavan rsh | djaga mátha tam desam yatra ran 
vyavasthitah || 15 || jata@mandalasamvitah svarnacirt mahatapa h | 
hemadandadharo rajan kamandaludharas iatha || 16 || Racchapim 
sukhasabdam tam grhya vinam manoramam | птуе gite ca kuSalo 
devabrahmanapiujiiah | 17 || prakarta kalahána m ca nityam ca 
kalahapriyah |, "Of those, who were there, the divine seer Narada 
came to the country, where Rama had settled down (15). With a 
knot of braided hair, attired in golden rags, the great ascetic bore 
in his hand a staff made of gold and a waterpot of gold (16); he had 
with him a beautiful lute (Racchapi vind; сі comm. Datt. 9, vna), 
with a sweet sound; he was skilled in dancing and singing and was 
adored by gods and priests (17). He was wont to provoke quarrels 
and fond of quarrel". 

According to BhN. т, sof. (Ghosh, Transl. I, p. 8) Narada was 
ordered by Brahman to help Bharata and his sons (ie. pupils) 
during the performance of plays (яй?уа). Narada was ordered to 
Sing the songs, Svati to play the drums. Datt. 2 obviously refers 
to these lines. 

Datt. 3r, оп the other hand, does not refer to the mythical seer 
and celestial musician Narada, but to a historical person. We should 
bear in mind that the mythical and the historical Narada are not 
one and the same person. In history of Indian music there are 
several authors who call themselves Narada, that is to say, the 
authors of the following works: МагаФуа Siksi Samavediya, 
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Samgita Makaranda, Deéinrtta Samudra, Ca tvsittsacdatard 
nirupana, Paficamasdrasamhita, Sarasa ga- 


ae mhità and Sameitanára- 
dasamhita. For the authorship and the dating o f the г чна 
Naradas see: Рта)йапапалда, History of Indian Music P. 114; 


R. Simon, Zur Chronobgie der indischen Musikliteratur, in: Zeit- 
schrift für Indologie und Iranistik, 2 (1923), p. 158; V. лына 
Some names іп early samgita literature, іп: Sangeet Natak rd 
Bull 5 (dec. 1956), p. 23. The Nàrada who is mentioned Datt. 3t, 
may be the author of the Naradiya Siksd, since he is the only aufior 
Narada who lived before Dattila. This Narada is also mentioned 
MBrh, p. x; 17 (cf. NàrS. т, т, 2 £.); 20 £.; SamSR. r, 4, 5; NarSM. 
X,I, 55. 


3. svara, "note', cf comm. Datt. ro, svara. 

pada, "word". Ghosh, Transl II, p. 3, ch. 28, 8 translates 
"verbal theme". ВАМ. 28, 16 f. (Baroda ed.) defines pada: vyañja- 
nam suara varnah sandhayo ‘tha vibhaktayah | пата khydatopasargas 
ca mpatas laddiutah kriah || 16 || chando vidhir alankdrd jfeyah 
padagato шабар | nibaddham cánibaddham са dvividham tat padam 
п атш. || 17 ||, “Consonants, vowels, euphonic combinations, case- 
endings, nouns, verbs, prefixes, particles, secondary [and primary] 
suffixes, and syllabic and moric metres always relate to the verbal 
themes of music. These are of two kinds: composed and improvised” 
(cf. Ghosh, Transl. II, p. 4, ch. 28, 16-17). KuSR. 1, 2, 1, 3f. 
mentions almost the same elements, when he defines the recitation 
(pathya) of words. 

tala, "time-measurement", cf. comm. Datt. 109, tala. 

gàndharva. Dattila's definition may have been based on 
BhN. 28, ті (Baroda ed.), mentioning the same constituent elements 
of music, viz. notes (svara), time-measurement (Иа) and words 
(pada). Cf. also BhN. 28, 8 (Baroda ed.). For a general definition 
of gandharva cf. comm. Datt. 2, gàndharva. | 


5. meyatva, "measurableness", ie. the determination of the 
length of the syllables (aksara), on which both poetical and musical 
metre are based. For metre, or rather, time-measurement (tala) 


of music compare comm. Datt. 109 ff. 


6. $ruti, cf comm. Datt. 9. 
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svara, cf. comm. Datt. xo. 

grama, cf. comm. Datt. 11-14. 
miurcchana, cf. comm. Datt. 21-29. 
tana, cf. comm. Datt. 30-41. 
sthana, cf. comm. Datt. 8. 

vrtti, cf. comm Datt. 43. 

$uska, cf. comm. Datt. 45. 
sadhdrana, cf. comm. Datt. 46-47. 


7. jàti, cf. comm. Datt. 48. 
varna, cf. comm. Datt. 97-99. 
alamkara, cf. comm. Datt. 99-108. 


8, mandra, "low", madhya, "middle", and tara, ‘high’. These 
terms indicate the three octaves (saptaka), called “places ', i.e. regis- 
ters (sthàna), of ancient Indian music. 

NarS. т, x, 7 mentions three registers in connection with the 
recitation of the Samaveda: urah kanthah Sivas caiva sthānāni trina 
vanmayel, "Chest, throat and head are the three voice-registers". 
Elsewhere, 1, 7, If., the same author speaks of seven registers, 
each one being used for one of the seven notes of Veda-recitation: 
krustasya mürddhami sthanam lalate prathamasya tu | bhruvor madhye 
dwitiyasya trtiyasya іш karnayoh || kanthasthánam caturthasya man- 
drasyorast ясуае | atisudrasya nicasya hrdi sthanam widhiyate ||, 
“The register of krusta (= the note paficama of secular music) 15 
in the head, of prathama (= madhyama) in the forehead, of 
dvitiya (= gandhàra) between the eyebrows, of trtiya (= rsabha) 
in the ears, of caturtha (= баба) in the throat, of mandra (= dhai- 
vata) they say, in the chest; the register of the low atisvara 
(= nisàda) is placed in the heart". Cf. comm. Datt. то, svara in 
connection with the parts of the human body (NàrS$. r, 5, 5 f.). 

MBrh. 29, p. 7, 1. 1-4 distinguishes three registers each of them 
containing 22 Srutis (ie. micro-intervals; cf. comm. Datt. o): 
mandramadhyamata теѕи urahkanthasirassu trisu sthà nesu pratyekam 
dva vimsatiprakàratayá bhidyama nesu 5ғшауо hi satsastibhedabhinná 
bhavantitt Кесіп manyante |, "Some authors suppose that the $rutis 
are divided into 66 parts spread over the three registers, low, 
middle and high, [situated] in the chest, the throat and the head, 
and each one being divided into 22 parts". 
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багй5К. 1, 3, 7 also distinguishes three regist rs: vykva ¿re ty 
asau tredhā hrdi manbo bhidhiyate | kanthe madhyo mürdhni 
taro... ||, “In practice it (е. the sound, nada) is thredol d m the 
heart it is called low, in the throat middle and in the head high.. .". . 
SamSR. r, 3, 8-ro also mentions 22 írutis in each register. Сї. 
KuSR. 2, I, 1, 24 f. and 27. 
А. Н, Fox Strangways, The Music of Hindostan, Oxford I914, 
p. 107 states: "... all Indian notations assume three saphkas, 
a higher (/4 ға), middle (madhya) and lower (mandra), arrived at 
as the average canpass of the human voice (in their art songs)", 
The three registers of ancient Indian music, corresponding to 
high, middle and low octaves, might be compared to the three 
registers, viz. head-, middle and chest-register, which are accepted 
by some European singing teachers. According to some other vocal 
methods, however, the voice should not only produce low notes, 
but also notes of the middle and high octaves by the chest-resonance, 
and conversely, not only high notes, but also notes of middle and 
low octaves by the head-resonance. Generally speaking, any note 
could be placed in any register. Although the ancient Indian 
conception of sound production is not comparable to modern 
science, it is quite possible that the authors, referring to а system | 
of three voice-registers, already knew the resonance phenomenon, 
or rather, the resonance produced by some cavities of the human 
body. 


9. vind. Since the term vind indicates several completely different 
stringed instruments, the question arises as to which instrument 
Dattila refers in this verse. Before answering this intricate ques 
tion, I think it useful to mention the four p in which the 
ancient Indian stringed instruments can be arranged. 

I. arched harp (cf. C. Sachs, History of yd p s 
N.Y. 1940, p. 156); German: Bogenharfe (cf. C. Sachs, m di 
instrumente Indiens und Indonesiens, Berlin n P i h 
Abb. 96); French: harpe arquée (cf. ©. — mein 
ments de Musique de l'Inde ancienne, Paris - + » pP 
XII, x, 2 and 3; PL XIII, x; p. 216; pl. XXIV). 


jJ). Sab s, 

IL Jute; German: Laute (cf. Sachs, МП, 24” m lone 

HMI., p. 464 distinguishes two types of lutes, v5. Ae with a 
utes, the latter having two varieties, 1.6. the pie 
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stick penetrating the body, and a long neck lute with an attached 
neck. Marcel-Dubois, о.с., pp. 87 ff. distinguishes three types of 
lutes, viz. I. luth échancré, Le. waisted lute; 2. luth ovoide, i.e, 
a lute consisting in a pear-shaped body with a short neck; 3. luth 
à corps rond et à long manche, i.e. a lute with a round body and 
a long neck. Cf. also J. Grosset, Inde, in: M. А. Lavignac, Ency- 
clopédie de la musique, 176 partie, Histoire de la musique, Vol. I, 
pp. 334 f.: genre sitar. 

[IL stick-zither (cf. Sachs, HMI., pp. 224 ff.); German: Stabzither 
(cf. Sachs, MII, pp. 85 ff.); French: cithare sur baton (cf. Marcel- 
Dubois, o.c., pp. 72 ff.); cf. also Grosset, Inde, pp. 343 1.: viņā du 
. Nord. 

IV. board-zither, German: Brettzither (cf. Sachs, MII., pp. 103 f.); 
cf. also Grosset, Inde, p. 352: katyayana-vina, kanün, ou svara- 
mandala; Fig. 263. 

We may suppose that Dattila knew the ancient Indian stringed 
instruments mentioned in the BhN., especially since his treatise 
was mainly based on this work. BhN. 34, 14 (Baroda ed. ; cf. Ghosh, 
Transl. II, p. x62, ch. 33, 15) mentions four wooden (dd rava) stringed 
instruments of which the vipañcī and the сиға are the main ones, 
kacchapi and ghosaka being the secondary ones. 

BhN. 29, x18 (Baroda ed.; cf. Ghosh, Transl II, p. 45, ch. 29, 
120) describes the ш>файс% as an instrument with nine strings, 
played with a plectrum (Roza) and the curd as an instrument with 
seven strings played with the fingers. According to M. Ramakrishna 
Kavi, Bharatakosa, Tirupati 1951, p. 628, col. 2, quoting Nanyadeva 
(King of Mithila, 1097-1133), Sarasvati Hrdayalamkàra (a com- 
mentary on Bharata), seven strings of the дата vind produced 
the normal notes (%и4аһа; cf. comm. Datt. 16), whereas the two 
remaining strings produced the accidentals (ie. changed notes or 
vikría svaras; cf. comm. Datt. 16). With regard to the method of 
playing of the citra and the рагі vina SarmSR. 6, 111 f. says: ko- 
natigulivadani ya сиға tadvad vipaticikà | kramad anye "ngulikona- 
vyavastham ücire tayoh || xxx || citrayam angulimatram vipancyam 
ubhayam pare |, “The citra should be played with a plectrum (ог) 
with the fingers, similarly the vipaficika. Some people say that there 
is a difference with regard to the fingers and the plectrum respectiVe- 
ly, on these [instruments] (111). Others [mention] only the fingers in 
case of the citra, both [fingers and plectrum] in case of the vipafici’’. 
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Since Coomaraswamy wrote his article about the ancient Indian 
harp-vinà (d. A. К. Coomaraswamy, The parts of a vind, in: 
J.A.0.S. 50 (19 39, we can no longer deny that the mot im асан 
stringed instrument, or rather, the main vind of ancient "Indian 
culture р ап qs — This instrument, w hth is represented 
so many times in ancien ndian Sculpture, appears for the first 
time on a relief at Bharhut (3rd c. B.C.) and is also found at Bhájà 
Amaravati and N agarjunikonda (cf. Vidvan 9. Kri shnagami, 
Research on musical mstruments of India, in: J.M.A M. 33 (1962), 
р. 104; Marcel-Dubois, o.c., pp. 80 ff.; Sachs MII. 8 ff 
** iv 4 | , ‚ pp. 138 ff). 
Shri G. H. Tarle ar, Fretted vina in Indian sculpture, in: J.M.A.M. 
36 (1965), p. 170 identifies Bharata’s сйуа and vipanci with the 
ancient Indian arched harp. In addition to the many representations 
of this instrument m Indian sculpture there is one important 
literary source Which supports Tarlekar's view. It is Bharata’s own 
description of the method of playing the viņā consisting in ten 
basic ways (dhatu; for the term dhdtu see Ghosh, Transl. II, р. 40, 
no. 3) of touching the strings meant for ornamentation (vyañ јата). 
Ct. BhN. 29, 63 ff. (Baroda ed.): vyatijanadhatoh puspam kalata- 
laniskotitam tathonmyrstam | repho 'nubandhasamjsio 'nusvanitam 
bindur avamy;stam || 63 || Ranisthangusthasamyuktam puspam ity 
abhisamjnitam | angusthabhyam samam tantryoh sparsanam уа 
kalam tu tat || 64 || vàmena pidanam Куа daksinenahatis tale (read: 
talam) | savydngusthapraharas іш niskotitam thocyate || 65 || #raharo 
vamatarjanya unmystam itt sasnjitam | sarvanigulisamaksepo repha 
Шу abhisamjnitah || 66 || talasthdne 'dhas lanirina m anusvantlam 
ucyate | gurvaksarakwiad tantri bindur ity ablisamjrutah | 67 | 
kanisthangusthaka bhyam іш daksina bhyam adhomukham | tantrise 
triprahdram capy avamrstam prakivtitam || 68 || vyasas amásád 
біт anubandhah sárvadhátuko jn eyah |, “Of the ten ae = 
of [touching the strings for] ornamentation [we mention] puspa, 
! ; nubandha, anusvanita, 
kala, tala, niskotita, unmrsta, герһа, anubandha, Біледі 
bindu and avamrsta (63). [A stroke] with the little finger, combined 
with the thumb, is called flower (puspa). Touching Т i ея 
the same time with the two thumbs, this is hala (64) RES 
i | i ldt hand, is tala. A stroke 
the right hand, after pressing with the i ; 
ора (6%). A stroke with the index 
with the left thumb is called miskotita (65). 
ith all fingers together 
of the left hand is called wnmrsfa. A stroke wi patta 
is called repha (66). [A stroke іп) the lower part 0 | 
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the position of tala, is called anusvantta. When one string [sounds] 
during the time of a long syllable, it is called bindu (67). A down- 
ward movement by the little finger and the thumb of the nght 
hand and three strokes in the strings is called ататузйа, 
Disjoining and combining the above mentioned [strokes] is anu- 
bandha, which depends, one should know, on all strokes". Cf. 
SamSR. 6, 154-161. 

We may safely assume that these strokes are especially meant 
for the harp-type of vina, since it is quite impossible to produce 
them on a stringed instrument other than the harp, especially if 
we consider kala, a stroke with two thumbs at the same time, and 
niskotita, a stroke with the left thumb. There is one more very 
important stroke, which throws some light on the ancient Indian 
way of harp playing. It is the stroke, called £a/a, which consists in 
pressing the strings with the left hand and striking them with the 
right hand. This stroke resembles a special way of plucking the 
strings, mentioned by Curt Sachs in connection with the ancient 
Greek lyra and kithara (instruments which are otherwise not 
comparable to the ancient Indian arched harp; Ghosh's supposition 
that the Greek kithara might be connected with the Indian citrã 
vina is wrong; cf. Ghosh, Transl. II, p. 45, note (x20)!) and watched 
by the author himself as a practice, preserved in Nubia. Cf. Sachs, 
HMI., p. 132: „in Nubia the right hand scratches all strings at 
once with a big plectron, while the stretched fingers of the left 
hand, opened like a fan, deaden those strings which must not 
sound’. Marcel-Dubois, o.c., p. 82 mentions the same way of 
playing in connection with the ancient Indian arched harp with 
plectrum. 

When NarS. т, 6, 5 describing the method of playing the gdtra- 
vīnā, an instrument which accompanies the singing of the saman- 
singers (cf. NarS. 1, 6, 2), says: prasdrya cángulih sarvà ropayet 
 Svaramandalam, “With all the fingers stretched one should produce 
the circle of notes (ie. the seven notes: sa, ri, ga, ma, pa, dha, ni; 
cf. NarS, x, 2, 4 f.)', he obviously refers to the harp-vina. The 
special strokes (vyasijanadhátu) mentioned in BhN., may have 
been used before Bharata’s time. NarS. r, 6, 2, saying that the 
ga айма is "furnished with notes and ornamentation” (svaravyafi- 
janasamyukia), may point in this direction. RV. то, 32, 4: 
-.. vanasya saptadhatur janah..., has been understood as referring 
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to the seven notes of the vinà бала = vi еі 

Macdonell and А. В. Keith, Vedic tales IT — pice А. А. 

Swami Ргајйапапапаа, Saptatantri-vinà ИЗ Же scm a ae = 

Buddhist caves of Pitalkhora, in: J.MA M. Bor tí бт) es of the 

and might then perhaps also be explained as Іт" a T 

playing the vi та. In view of the repeated occurrence of the E 
vànis in the КУ. this interpretation is however dubious. 

Vana, which is often written baa, and which, like the ancient 
Sumerian pan, in Vedic texts denotes: "sound" in general, “music” 
and “harp”, is оў оо у more ог less Synonymous with vind (Ая) 
which appears later. Cf. Vedic Index, II, p. 28 3; Krishnaswami, 
Research, p. 107, 5. Prajfianananda, Historical Development d 
Indian Music, Calcutta 1960, p. збх. According to Sachs, НМ]. 
p.941. the ancient Egyptian bint (which is also written bin, ben ог 
bent, cf. H. G. Farmer, Music of Ancient Egypt, in: New Oxford 
History of Music, I, Ancient and Oriental Music, London 1957, 
p. 271) indicated two types of harps, viz. the arched and the angu- 
lar type. Krishnaswami, Research, p. 107, on the other hand, says 
that the arched harp was known in ancient Egypt as ban. This 
scholar also states that in Tamil literature the harp-vina, used by 
the ancient Indian minstrels, was called yazh (cf. Krishnaswami, 
Research, p. 104). In Sumerian culture the arched harp (or rather, 
the horizontal arched harp; cf. Sachs, HMI., p. 80) is already 
represented in the third millennium B.C. W. Stauder, Die Harfen 
und Leiern des Sumer, Frankfurt am Main 1957, p. 18 states that 
the two harps, represented on a vase from Bismaya (South Baby- 
lonia) resemble the ancient Indian harps and suggests that Indian 
influence at that time (ie. Djemdet Nasr-time: 2800-2700 B.C.) 15 
not impossible. Cf. H. G. Farmer, Music of Ancient Mesopotamia, 
in: New Oxford History of Music, I, р. 243. In ancient — TD 
arched harp is found. The instrument, mentioned by Sachs, HMI, 
P. 135, in connection with the culture of the Cyclades, 15 obviously 
no arched harp. B. Aign, Die Geschichte der aug ice 

i... TS š 155. 
des ágàischen Raumes bis um 700 vor Christus, Diss cans 
am Main 1963, p. 3o ff. and 114, says that the harp of Ue сус тн. 
culture is neither an arched harp nor an angalar harp, bu 
a "Rahmmharfe", 

In India the oldest literary sources of i 
are even older than its oldest representations 3! 


thearc hed harp, which 
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from the 3rd c. B.C. (cf. Marcel-Dubois, o.c., p. 81), are the brah- 
manas, dating from prebuddhistic times, Le. before the 6th c. B.C, 
(cf. H. v. Glasenapp, Die Literaturen Indiens, Stuttgart тодбт, 
p. 50) and the sütras from about 600-200 В.С. (cf. Glasenapp, 1.с.). 

JB. 2, 69-70 (Caland, Auswahl, pp. 143 ff.) describes a vind with 
seven strings (faniri) which contains the following parts: a neck 
(danda) slings (? upava па) to carry the instrument (cf. Marcel- 
Dubois, o.c., p. 84 and pl. XIII, т), a body (50727), an animal skin or 
hide (carma) which covers the body, holes (4 /45а) in the body to im- 
prove the sound, and a plectrum (vàdana). This instrument is obvi- 
ously an arched harp, since it is played with ten fingers (dašangula yas). 

JB. 2, 45 (Caland, Auswahl, p. 137), on the other hand, mentions 
a vana with a hundred strings (Satatanivt) to be used during the 
mahavrata ceremony. Cf. PB. 5, б, 12 f.; Ар55. 21, 17, 10; SSS. 
I7, 3, I; АЙА. 5, x, 4; KatSS. 13, 2, 18. Coomaraswamy, Parts of 
a Vina, p. 251 says: “The vind with a roo strings of SSS. 17, 18 
must have been a quite different instrument’. The Kashmirian 
instrument mentioned by this scholar in connection with the vinà 
of roo strings and described as “ап instrument resembling а Tyro- 
lese zither, but with as many as xoo strings and played like a 
dulcimer” may have been a svaramandala, a qanin ог a santi (see 
further on). As the Vedic Safatanirvt vind is an instrument of the 
harp class, because of its neck (danda), which is fixed on the body 
(52214), it is not comparable to an instrument of the class of board 
zithers, of which the strings are directly fixed on the body without 
a neck (danda). 

According to SSS. 17, 3, 1-11 the gatatantrī vind had a body 
(sta) of pala$a wood (ie. butea frondosa) and а neck (danda) of 
udumbara wood (ie. ficus glomerata) or the reverse; a body 
covered with a red ox-hide with the hairs on the upper side; hundred 
strings of sheep-skin, torn into small strips, fixed at the lower side 
on the danda (which may have been attached at the side of the 
body; cf. Marcel-Dubois, o.c., pp. 80 f.: harpe à caisse rapportée) 
and оп the upper side (Le. at the upper side of the danda) fixed by 
binding; and a plectrum (vddana) consisting of a branch of vetasa 
reed (ie. calamus rotang) with the leaves on it or a naturally 
crooked reed-stalk (i.e. saccharum sara). KatSS. 13, 2, 18 f. mentions 


a Satatantw bana with strings of шийја-ртаѕѕ and a plectrum of 
vetasa-reed. 
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The tuning of this instrument may 
5, I, 4: maps prenkhe hota vánam audumlavam at ым 
ubhabhyam parigirhyottarata upohate yatha vingm | sap tabhs 
dobhi$ caturuttavath sthanany asyordhvam ud тӯй, asubh X la n- 
"When the swing has been put in position the hotr "т - мй тін 
priests) takes the harp made of udumbara wood ылу" : 
hundred strings, with both hands and places it on his left s'de сң 
the [ordinary harp- vzna (thf 5 the position in which the ancient 
Indian harp players usually held their instrument; cf. Marcel- 
Dubois, O.C., pl. KIN, He determines the positions (Sàyana explains; 
svarasthánám:, "the positions or pitches of the notes") of this 
[instrument] by means 04 the seven metres, of which each 
contains four [syllables] more [than the preceding metre], or by 
means of ten [metres] in ascending order". Áccording to A. B. 
Keith, AitA., Aryan Series, Part IX, Oxford 1909, p. 272, note 4, 
the notes correspond to the verses composed in these metres. I for 
one am tempted to think that this comparison is due to the well- 
known Indian predilection for systematizing. Seven notes are 
compared to seven metres (cf. also SamSR. r, 3, 58f.) and ten 
notes to ten metres. If Sàyana's explanation is right, the instrument 
produced but seven or ten different notes. In this case the hundred 
strings are tuned in choirs, i.e. several strings producing the same 
note. Because of the great number of its strings this instrument 
must have been rather big. Sayana commenting upon AitÁ. 5, т, 
4, D. 294 says: mahati vind vàánasabdenocyate, "By the term vana 
a big vind (ie. harp-vinà) is meant". According to Sayana the term 
vind in this context refers to instruments used in common practice 
with a smaller number of strings. In other texts (see above) the 
instrument with a hundred strings is also called vina. Prajnananan- 
da, Historical Development, p. 113 says that during the time of 
Katyayana of the Kalpasütra the vaya came to be known M 
kátya yand vind. Cf. Grosset, Inde, p. 341, col. 2. The ue pad 
ed sclolars obviously refer to Katyáyana of the A Í : 
Kat$S. Із, 2, 18 mentioning the hundred st.n ged бала; UM = е, 
I suppose that the term vind, occurring in the a n 3 em a 
indicates either a harp-type or a lute-type ofstringed instrumer, 
| EpyP i resented in 
since only these types of stringed instruments are гер 
Indian plastic art before the 7th century A.D. 
After this time the stick-zither with one 


have been described Ait A. 


or (wo gourds (сі. 
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Marcel-Dubois, о.с., pp. 72 ff.) came into use. This new instrument, 
which was also called vind, may have replaced the ancient arched 
harp (vind ог vaya) in the course of time. 

In fact both instruments may go back to the same forefather, 
that is to say, to the musical bow. An instrument which may 
represent the second stage of this archetype of stringed instruments 
is the mouth bow, i.e. a bow held between the teeth of the player, 
whose mouth serves as a resonator (cf. Sachs, HMI., p. 57). Accord- 
ing to Marcel-Dubois, o.c., p. 72 this instrument might have been 
the prototype of the Indian stick-zither, an instrument consisting 
of a stick attached to a half gourd which acts as a resonator, while 
being pressed against the chest of the player (сі. Sachs, о.с., p. 57; 
Marcel-Dubois, o.c., Pl. ХІ). Although the stick-zither (ийи) is not 
represented in Indian plastic art before the 7th century, its proto- 
type, the mouth-bow, is already described in Vedic literature. 
SankhSS. 17, 3, 13 describing the picchord vind (a verse which 
often gave rise to conflicting views; cf. for instance Caland’s 
translation: "flute") obviously refers to the mouth-bow, when he 
says: j$icchorüsamj)Züakám vindm | wbamukhena mukhasamipena 
va dayet, "One should cause to resound the so-called picchorá-vina 
by means of а part belonging to the mouth (ie. the oral cavity 
and the jaws), which is in the neighbourhood [of the opening] of 
the mouth". This frcchora-vind might have been the forerunner 
of the later Indian stick-zither-vinà. 

According to Marcel-Dubois, o.c., p. 84 the arched harp fell into 
disuse after the 7th century, although it was still used in the 
Punjab up to the gth century. After that time it disappeared from 
India. In the 13th century, however, SarhSR. 6, 9 and 110 still 
mentions two arched harps, viz. the vipafici and the суа vind. Не 
obviously refers to an older practice, especially since he is not 
sure about the use of the plectrum. Nevertheless, the ancient 
instrument was still used in his time outside India. It is represented 
on a relief at Angkor (cf. A. Daniélou, La musique du Cambodge 
et du Laos, Pondichéry 1957, Ill. no. 1) as a harp with about twenty 
strings and a body which is, however, for the most part hidden by 
the body of the musician who holds the instrument. If the relief 
refers to the common practice of this time and not to an ancient 
practice, we may suppose that the ancient arched harp was still 
used in the 12th century in the sphere of the Khmer-culture. 
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8т 
| According to ВЕСЕ MIL, pp. 139f. (Abb. 96), the ancient 
instrument survived in the Burmese saun, which looks 
ke the ancient Indian arched harp. Cf. С oomaraswam exactly 
p 245; For ап accurate description of the Burmese зац z кей 
see С. Sa bs, Die Musiinstrumente Birmas und Ássams im K 
Ethnographischen Museum zu München, München 1917. Cf "T 
J. Becker, The migration of the arched harp from India to ^ 
іп: The Galpin Society Journal 20 (March 1967), pp. 17-23. 

Mr. F. van Lamsweerde, curator of the department of musical 
instruments of the Museum van de Tropen in Amsterdam, referring 
to Shamrao Hivale, The Pardhans of the Upper-Narbada Valley, 
London 1946, told me that the arched harp is not completely 
forgotten in India itself, but still played by the Gogia Pardhans, 
who call it bana. The instrument is also used by the Gonds of 
Madhya Pradesh, who call it gogia bana (cf. Krishnaswami, 0.C., 
pp. 103 and 107). 

The vipanct vind, mentioned by Sachs, MIL, p. 125, which is 
a comparatiVely late instrument of the lute class, eight-shaped 
because of its two bodies, may go back, just as the similarly shaped 
svarasrüga та or sur§yngara (cf. Grosset, Inde, p. 348), to the ancient 
waisted lute (lute échancré: cf. Marcel-Dubois, o.c, рр. 87 f). 
I am not able to explain why the above mentioned instrument of 
the lute class is named after the ancient vifasicr, which was а com- 
pletely different instrument. | 

Since etymological explanations of terms indicating musical 
instruments will often lead us astray, I merely suggest the following 
explanation: The ancient term vipañcī may derive from a form 
dvi-bafica, "two times five", ie. ten. This number might refer to 
the number of notes (see above) or to the number of strings of some 
of the ancient arched harps which, according to Coomaraswamy, 
The parts of a vina, in: Ј.А.О.5. 50 (1930), had sometimes & Yon 
аз ten strings, although BhN. 29, 118 (Baroda ed.) and і 
б, хо speak of а vipañcī vind with nine strings. 

The банйа, й BhN. 34, 14 (Baroda ed )4вп 6 i њ Š 
Secondary уїпаѕ, is considered by Ghosh, Transl. 11 pon i$ 
(15)5, to be a “kind of tanpiira, used merely as a йг о š vanes 
classifies this instrument among the secon us oe x 
(Pratyanga), the ghosaka might have te en an ИБ trumen р 


жы. -gnt have produced а 
Meant for accompaniment, and in this way might w 6 
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drone. With regard to its form, however, it is very unlikely that 
the ghosaka belonged to the same class of instruments as the 
tà npüra—the counterpart (although without frets) of the Persian 
tanbur (= Arabian #umbur), which most probably originated from 
the ancient Sumerian long neck lute, called pantur (changed into 
lanbür by means of metathesis; cf. Sachs, HMI., p. 256; the same, 
MIL, p. 128; Grosset, о.с., p. 346)—, because this type of lute 
does not appear in Indian sculpture before the tenth century (cf. 
Marcel-Dubois, o.c., p. 89). 

According to SarnSR. 6, xog the ghosaka, containing but one 
string (ekatantrika) was the father (janaka) ої the vinàs (cf. Sim- 
habhipala оп 6, 104-109; SamSR. 6, 53). When SamSR. 6, 29-52 
describes the structure of the ekatantrikd vind, it is not very likely 
that he refers to the ancient instrument of BhN., since his de- 
scription is almost like a guide for modern vinà-makers. I doubt, 
whether Bharata's ghosaka was the same instrument as the stick- 
zither-vina, described by Sarmgadeva, because the stick-zither is 
not represented in Indian plastic art before the 7th c. A.D. (сі. 
Marcel-Dubois, o.c., p. 72). If Bharata's ghosaka was an instrument 
with one string, it might have looked like an ektãr, i.e. a primitive 
one-stringed instrument, which is in the present time played by 
wandering mendicants (cf. Grosset, o.c, p. 347, col 1; Marcel- 
Dubois, IMI., p. 177; Krishnaswdmi, o.c., р. 108; Sachs, MII., 
p. 106 classifies this instrument among the lutes) If Bharata's 
ghosaka lacked the frets (549% or sénka@) just as the modern в/ 27, 
this instrument could not have produced much more than a drone 
consisting of one note. 

The kacchapi, mentioned ВАМ. 34, 14 (Baroda ed.) together 
with the ghosaka as a secondary vinà, is incorrectly regarded by 
Ghosh, Transl. П, p. 162, note (15)* as a one-stringed instrument 
(ekatanirt) made with a tortoise (kacchapa) shell Most probably, 
India never possessed a lute made of tortoise shell, since not one 
single specimen of this instrument has been conserved (cf. Sachs, 
MII., p. 124). The name kacchapi may only refer to the shape of the 
instrument (cf. С. Si varamamurti, Bull. of the Madras Government 
Museum, Amaravati sculptures in the Madras Government Museum, 
New Series, General Section, vol. IV, Madras 1942, p. 145, who 
refers to Prof. Dr. V. Raghavan. Sachs, MIL, pp. 124 f. suggests 
that the modern kacchapi, which, as will be explained later on, 
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is not connected with the ancient kacchaty., may have been named 


after a special kind of wood (kaccha or kachata — Cedrela Тоопа), 


Wen is especially used for sitar making. Accorlng to Sivarama- 
murti, ыы р. 145 the term kacchapi might have imdiated a 
“guiar-like уз{@, an instrument, which he observed in the 
sculptures at Ámarávati The pear-shaped resonator resembles a 
tortoise-shell, but the long neck of this instrument contradicts a 
comparison with the animal, a fact which has already been noticed 
by Sivaramamurti. 

The so-called guitar-vrnà of Amaravati (cf. also G. H. Tarlekar, 
Fretted уша, pp. 171 and 174, ex. 3; a similar instrument is found 
at Nagarjunakonda; cf. Marcel-Dubois, IML, p. 89; K. Krishna 
Murthy, Musical Instruments depicted in the sculptures of Nàgàr- 
junakonda, Andhra Pradesh, in: J.M.A.M. 35 (1964), p. 161 and 
ех. 2 and 3), which is also mentioned by A. K. Coomaraswamy, 
The parts of a vina, p. 253, as “a kind of mandolin’, is classified by 
Marcel-Dubois, o.c. p. 89, as "luth ovoide', but not as the oldest 
one of this class of lutes. The five pegs of this instrument, which 
has a relatively long neck, imply five strings. 

Marcel-Dubois, o.c., p. 88 discovered in greco-buddhistic Gàn- 
dhàra-art an older, more primitive lute of this class, with three 
strings and a shorter neck. This instrument lends itself better to a 
comparison With a tortoise than the more recent type of lute and 
might be regarded as the prototype of the ancient kacchafr. If we 
consider the Greek influence on Indian Gàndhàra art the name 
kacchapi might be explained as а loan' translation, inspired by the 
Greek xéXug (lit. tortoise) and yedcvy, terms for lyra, the body 
(yeAdvy, Ht. tortoise) of which was really made of tortoise shell 

Krishnaswami, Research, pp. 107 f. does not distinguish between 
the two ancient types of lute, that is to say, between the Gandhara- 
lute with short neck and three strings and the Amaravati-lute with 
long neck and five strings (a similar instrument with four strings 
is found at Ajantà; cf. Marcel-Dubois, o.c., p. 89, n. 2; Krishna- 
swami, o.c, p. 108). The modern nandunt, which according to 
Coomaraswamy, The parts of а viņā, p. 253 might be regarded 
as the modern equivalent of the Amaravati-lute, obviously inm 
from a special variety of the Ajanta-lute (cf. Sachs, MIL, = is ) 

In the 3rd century A.D. the Amaravati type ш шн ШЕ "E 
migrated through Afghanistan to Persia, where it was calle 
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barbat (ie. "chest of a duck’, obviously because of the peculiar 
shape of its body) and became the father of the Arabian lute, the 
barbat or 'ëd (cf. Н. G. Farmer, Islam. Musikgeschichte in Bildern, 
Bnd. Ш, 2, Leipzig o. J., pp. 18ї.). 

The Amaravati- and Ajanta-types of lute, ie. the lute with 
pear-shaped body, which is generally classified as short lute 
migrated to China and Japan, where the instrument was respect- 
ively called $'if'a and biwa (cf. Krishnaswami, o.c., p. 108; Marcel- 
Dubois, o.c., рр. 205 f.). This migration may have followed two 
ways, the northern route through Central Asia (cf. Marcel-Dubois, 
о.с., p. 205) or the southern route through Java and (or) Indo-china 
(cf. Marcel-Dubois, о.с., p. 219). 

According to J. Kunst (letter dated nov. 28, 1930, to А. Қ 
Coomaraswamy, quoted Coomaraswamy, The old Indian vinà, in: 
Ј.А.О.5. 5x (1931), p. 49) the Amaravati lute is also found in ancient 
Hindu-javanese art and especially on Barabudur. Cf. also J. Kunst, 
Hindoe-Javaansche Muziekinstrumenten, Batavia 1927, pp. 18f.; 
Marcel-Dubois, о.с., Pl. LIV, т. In the present time transformations 
of the ancient name are still used in Indonesia: on Sumatra Zusá#: 
(Malayan: 8 уай), оп South-east-Borneo asdf: or sapeh, оп 
East- and South-Celebes kasápt, katjáfin, ог kětjapı (cf. Kunst, 
o.c., рр. 22 #.; Sachs, MIL, pp. x33f. and Marcel-Dubois, o.c., 
p. 223) to indicate several types of lutes. 

Sachs, MIL, pp. 124 f. mentions these Indonesian instruments іп 
connection with the modern kacchapi instead of comparing them 
to the ancient Indian pear-shaped lute. As the modern kaccha$ is 
a completely different instrument, that is to say, a lute with a 
long neck and a round body, Sachs could not find a real connection 
and as he could not understand why the Indonesian instruments 
should have been named after a tortoise, he tried to explain kacchapt 
as a derivative of kaccha or kacchapa (i.e. a kind of wood; cf. Sachs, 
о.с., р. 125). In case of the modern kacchapi vind the name Аассћафі 
might have been inspired by the flattened spherical shape of its body. 

According to my Opinion the name kacchapi (which appears 
already in the JB., a text from about 600 B.C.; cf. JB. 2, 404, 
Caland Auswahl, p. 215, where it is written kas¢yapi and mentioned 
among the instruments to be used during the mahàvrata ceremony) 
fits the ancient Indian lute with its pear-shaped body better. 
I am sure that once it will be proved by some literary source that 
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the name kacchapi , mentioned by Bharata, 
type of lute, which is so often represented in Indi n plastic art, and 
which migrated to Indonesia, conserving its Sanskrit name in a 
slightly different form up to the present time. 

The ancient kacchapi is sometimes associated with the goddess 
Sarasvati, Cf. 5ч4Һ55. 4, 7; Р. Sambamoorthy, Dictionary of 
South Indian Music and Musicians, vol. II, Madras 1959,р. 277, 
col 2; cf. also Kunst's letter, quoted by Coomaraswamy, The old 
Indian vind, p. 49, which mentions a bronze statuette of Sarasvati 
holding a pear-shaped lute in her hands. MBh. 9, 53, 17 mentions 
the kacchapi as an attribute of the celestial musician (gandharva) 
Магада. 

Besides the four instruments of BhN. we should pay attention 
to an instrument, which is not mentioned before Sarngadeva’s 
times, but which according to SàrnSR. 6, тї2 f was the most 
important one (mukhya) of all vinàs, because it could produce all 
the 21 notes of the three registers by means of its 2x strings. ІЗ is 
the mattakokilá, which in common practice was called svaramandala 
(cf. Kallnàtha, commenting upon SarnSR. 6, 109-113; TulSS. 
p. 122, I). Since SàrnSR. does not describe this instrument in 
detail, we can only guess at its form. The number of strings (21) 
does not suit an instrument of the stick zither or lute class. The 
only instruments Which might contain such a number of strings 
are the harp and the board"zither. Since the ancient Indian arched 
harp might already have been forgotten in Sarügadeva's times, 
only the board-zither class of stringed instruments is left. 

The modern Indian svaramandala, a very rare instrument which 
is only played by a few musicians (for instance: Swami Parvatikar; 
сі. Leslie Shepard, An Indian Musician, in: Eastern Horizon, 3, 
no. 5 (Hong Kong, Мау 1964) is а board-zither, which resembles 
the ga nin, although the svaramandala has but 21 strings, while the 
qānūn has as many as 36 strings. The instrument 15 sometimes 
called ká tyáyana-vinà (cf. Grosset, Inde, p. 352, col. т). This name 
may have lead Grosset to the incorrect supposition that the svara- 
mandala derives from the ancient kátya yana-vt"4, 1e. the Vedic 
Satatantri vind (see above). Most probably the name kein yana m 
not say anything about the origin of the svaramang я ШЕ pa 
than the name imbāru vind in case of the long neck tu а 
іапфйға, which was not invented by the mythical musician tum- 


applies to this ancient 
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buru, but, most probably, imported to India by the Arabs after 
the roth century. The Arabic name of this instrument, fwnbür, 
may have been changed into fumbürw [vina] by means of a folk- 
etymological explanation. 

Qdsun is the name of the Arabic psaltery, which according to 
Ibn Khallikan (d. 1282) was invented by Al-Farabi (d.c. 950), 
although the latter does not mention this instrument. In Moorish 
Spain Ibn Hazm (d. 1064) called it the "chief" (ra'?s) of the instru- 
ments, just as in India the svaramandala was called the chief 
(mukhya) of the viņās (cf. H. С. Farmer, Qanun, in: Grove's 
Dictionary of Music and Musicians, vol VI, London 51954; the 
same, Studies in Oriental Musical Instruments, First Series, London 
1931, p. 9; SamSR. 6, 113). In a Persian treatise on music dating 
from the 14th century, called Kanz al-tuhaf, the 44%%% is described 
as an instrument strung with sixty-four strings, trichordially, 
ie. every (?) three strings being tuned to one note (Farmer, Studies, 
p. 13). This means that the gànàn of the 14th century might have 
produced 21 or 22 notes. If Sarmgadeva’s svaramandala was the 
same instrument as the modern Indian svaramandala, which might 
be related to the Arabian 4а sn, it 15 interesting to notice that at 
about the same time, і.е. one century after SarmSR., the gamm 
could produce the same number of notes as the svaramandala. 

Farmer, Studies, p. 5, states: 'Babylonia-Assyria possessed 
the psaltery type, and it was from this fount, that other peoples 
borrowed it". Sachs, HMI., р. 117 f., however, says that zithers 
did not exist in Assyria, and that the ivory pyxis from the 8th c. 
B.C. (British Museum no. 118179), on which two rectangular 
zithers with + 10 strings are represented, and which was taken 
for Assyrian (it was found in the Southeast Palace at Nimrud in 
Assyria) has recently been recognized as being from Phoenician 
origin. The rectangular form of the Phoenician board-zithers is 
not peculiar to the Arabian gan, which has a trapezoidal form, 
but to the Arabian muzha, an instrument with 32 strings, which 
was invented by Safi al-Din 'Add al-Mu'min (d. 1294). The different 
length of the strings of the nuzha and the way in which they are 
fixed, suggest that this instrument was a variety of the qanun 
Thus the origin of the trapezoidal form of the gánün remains 
uncertain. 


I wonder whether the Chinese se, which was a special variety 
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of the Chinese ch'in (a half-tube-zither, German: Halbroh renzither; 
cf. Sachs, MII, pp. ror f) and which ap teh Š 

: | was already played in the 
6th c. B.C, but fell into disuse after the 4th AD. (ВН 
Gulik, The lore of the Chinese lute, Tokyo 1949 pp6ft. » “..- 
the form of the Persian-Arabian psaltery. Only the oblique tow of 
the moveable bridges, which is seen, when all the 25 strings of the 
se are tuned, bears some resemblance to the trapezoidal form of 
the psaltery. 

F. Baltazard Solvyns, Les Hindous, П, Paris 1810, ds cribes 
a primitive zitter, called surmungla, which might be a variant 
of the svaramandala. This instrument, which is obviously a raft- 
zither (German: Flosszither), іе. a zither consisting of several 
idiochordic tube-zithers tied together in the shape of a raft (cf. 
Sachs, HMI., р. 463 and MIL, p. 102), is still used by the Khanda 
and Magh peoples (cf. Sachs, MIL, p. 102). I am not able to deter- 
mine the position of this raft-zither in the history of the Indian 
psaltery, the svaramandaia. 

When Datt. 9 says: “Тһе higher the notes in the high [register] 
(4 ға), the lower (read: adharddharah) they are on a vind [with 
regard to their place on the strings]", he obviously refers to an 
instrument of which the strings are shortened by the fingers. 
Therefore instruments of the harp and zither class may be excluded. 
The only Indian instruments of which the strings might have been 
shortened must be instruments of the lute Or stick-zither class. 
There is no literary source to proVe that the ancient Indian 
kacchapi, which might be identified with the ancient Indian short 
lute with pear-shaped body, was played like its Chinese counterpart, 
the p'ip’'a, а concert-instrument of which the strings are shortened 
by means of frets. The stick-zither-vinà, however, is described 1n 
SarnSR. as an instrument with frets. It is played in a position 
which exactly corresponds to Dattila’s statement. On this instru- 
ment the highest note is produced, when the fingers are placed 
in the lowest position on the string, or rather, on the lowest fret. 
In this connection we might compare SarnSR. 6, 106: svarāņām 
kim tu vainándm adharadharatarata ||, "The high [pitch] of the us 
of the vinà [is produced] in the lowest [position]. Sinhabhipala, 
commenting upon this line, says: 2072547) Оа Ц аети 
adharadharánám taratvam; veņuvädyāna m adharadharanam mandra- 
tvam ttt, “The lowest notes relating to the vina have a high pitch. 
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The lowest [notes], which сап be produced on a flute, have a low 
pitch". Cf. also KuSR. 2, т, г, 26. 

Although Sachs, HMI., p. 467 states that the onentation of 
stringed instruments is not determined by either the resting or 
playing position, in case of the stick-zither-vinà, as described by 
Sarhgadeva, the top, which according to Sachs is always the end 
near the tuning pegs, is also the end of the instrument which is held 
upwards during playing. According to the terminology of Sachs, 
HMI., p. 458, “in all wind instruments the end near the player's 
mouth is the upper end, the opposite the lower end'. If we apply 
this terminology to the flute (vamsa), mentioned багА5К. 6, ros 
(or шети, mentioned by the commentator Simhabhupala), the 
lowest hole, ie. the hole near the lower end, is connected with the 
lowest note. In the case of the vinà it is the reverse. The lowest fret or 
finger position produces the highest note. 

Tarlekar, Fretted vina, p. 173 suggests that the fretted vinà 
with frets for all the svaras came into vogue in India somewhere 
between the roth and the r1th c. A.D. Before this time, however, 
the strings of the stick-zither-vina may have been shortened by 
the fingers without using frets to fix the positions of the fingers 
on the strings, just as on the primitive stick-zither, called tuila, 
tohila or балай, which is at the present time used in Chota Nagpur 
(cf. Sachs, MII., p. 86 and fig. бо). 

According to SarmSR. 6, 303 f. the рулай kinnári vind, a stick- 
zither with two gourds, which may have looked like the present 
northern Indian mahatt vina or bin (cf. Grosset, fig. 239, p. 343; 
Sachs, MII., fig. 65), could produce fifteen notes, one by the empty 
string and fourteen notes by means of fourteen frets (sár?) the 
highest note belonging to the high (tāra) register, i.e. sa (d) tara. 
SamSR. 6, 305 states that other people fix two or three additional 
frets to this vind. According to st. 306 some experts place thirteen 
frets on the instrument. The modern Indian жалан vind has some- 
times more than twenty frets (сі. Grosset, Inde, p. 344, col I; 
Sachs, MIL, p. 92). 

$ruti. MBrh. 26 í., p. 4,1. 2 f. defines £ruti as follows: sru $rava- 
ne casya dhatoh ktipratyayasamudbhavah|srutisabdah prasádhyo yam 
Sabdajnair һа vasádhanah |, "The term fruti—from the root $xw, 
to hear’, with the suffix ti—may be explained by the experts of 
terminology as a noun expressing an accomplished process'. Сі. 


COMMENTARY 89 


KuSR. 2, 1, т, 281. MBrh. 27, p. 4, 
ancient autority on music, explains: ; " Р 
dhvanir eva $rutw bhavet |, “Іп merece Ba wi кетері ч м “+ 
perception Бу the auditory organ a sound is a Aa tn ae. Ы 
I, 3, 8; KuSR. 2, І, І, 28. FIM 
й Ghosh, Transl. П, P. 7, note 28, 4(*) suggests the transhtion 
interval” for ий. Іп contradistinction to the modern Indian 
theory of music, according to which ий simply means pitch 
(see further on, p. 94), sruti is in the ancient Indian theory of 
music the micro-interval on which the ancient tone-system is 
based. Bharata divides the octave—according to the Indian 
conception, a series of seven intervals (saptaka), instead of a series 
of eight notes (octave)—into 22 $rutis. 

The sadja- and madhyamagrama, the two basic octave series 
or saptakas of Bharata's musical system, differ with regard to 
the way in which the Srutis are distributed over the seven intervals 
(svara). Ct. BhN. 28, 24-27 (Baroda ed.): atha dvau рғатан sadja- 
ато madhyamagra mas сей | atrás$rità. dva visnsatirutayah svara- 
mandalasádhitàh | tadyathd Hsro dve ca catasras ca catasras tisra 
eva са | dve caivadya catasras$ ca sadjagra me bhaved vidhih || catuh- 
$rulir bhavet sad ja rsabhas triSrutth smyriah | добутий caiva ga ndhàro 
madhyamas ca catuhsrutih || фаз cunas tadvad eva syat trisrutir 
dhaivato matah | dviśrutiś са nisddah syat sadjagra me vidhir bhavet | 
madhyamagra me іш файсатаһ $rutyapakrstah kàryah | evam sva- 
$rutyutkarsád apakarsdd và yad antaram mdardavad dyatatuad và 
lat brama nam íruth midaríanam tv asim abluvyakhyasyamat |, 
"Next there are two gramas, sadja- and madhyamagrama. With 
these [grámas] the twenty-two $rutis, produced as a cirde of 
intervals, are connected in the following way: three (for the interval 
rsabha) two (for gandhara), four (for madhyama), four (for 
paficama), three (for dhaivata), two (for піѕада) and four (for 
sadja); this is the procedure in the sadjagrama. vadja has four 
grutis, traditionally rsabha has three $rutis, gandhara has two 
érutis, madhyama has four $rutis, paficama has D БЕДЕ ке 
of $rutis, dhaivata is considered to contain three srutis, nisada 
has two érutis. This is the procedure in the sadjgrama. In the 

5 to take one Srutr from райсата. 
madhyamagrama, however, one has to | his éruti 
қ r , 

The difference which appears by adding 0 taking p yt js q 
by flattening (lit. softening, mardava) or sharpening (lit. ex = 


L n qudng Vivavasu, an 
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dyatatva), is the main (framána) Sruti. We will explain the system 
of these [árutis]. 

An experiment with two vinàs (ie. arched harps; cf. KuSR. 2, 
т, I, 95, mentioning two %айсі vinás with 22 strings, each string 
being tuned to one particular $ruti; Simhabhüpàla on SàrnSR, 
т, 3, 10-16, vol I, p. 74, І ro; comm. Datt. 9, ота), which is 
described next, is meant to demonstrate the existence of the Srutis 
determining the intervals (svara). Cf. BhN. 28, 27 (Baroda ed., 
vol. IV, p. 20, l. 3-12); 28, 26 (Bombay ed., p. 304, l. 9-16); Ghosh, 
Transl. II, p. 8, L 1-21, ch. 28, 24; MBrh. 29, р. 5, 1 2 from the 
bottom - p. 6, 1 10; SarnSR. 1, 3, 18-22; KuSR. 2, I, 1, 95-111. 
Of the above mentioned equally tuned instruments one is called 
"fixed уша” (dhrwvd vind), because its intervals (svara) are fixed, 
the other "movable vina" (calavina), because its intervals may 
be changed (cf. SàrnSR, x, 3, 17; Simhabhüpàla on SàrnSR, І, 3, 
17 {.). By taking one Sruti from the райсата of the movable vina 
one gets the райсата of three $rutis, which is characteristic of 
the madhyamagrama. Now there are two paficamas: on the fixed 
vina a paficama of four Srutis belonging to the sadjagràma and on 
the movable vinà a райсата of three $rutis belonging to the 
madhyamagrama. The difference between these two intervals is 
the so-called pramana Sruti. By а second change of the tuning of 
the movable vinà, that is to say, by lowering the strings of the 
movable viņā once more one éruti, the intervals of two $rutis are 
removed, and the notes adjoining these intervals, ie. gindhara and 
nisada, fall in with rsabha and dhaivata of the fixed vinà. By a 
third change of tuning that is to say, by lowering the strings once 
more one Sruti, the intervals of three érutis disappear and the 
adjoining notes dhaivata and rsabha of the movable vinà fall in 
with райсата and sadja of the fixed vina. By a fourth change the 
intervals of four $rutis are removed and райсата, madhyama and 
sadja of the movable vinà fall in with madhyama, gàndhàra and 
шада, of the fixed vina. 

Fox Strangways, o.c., p. 112 says about Bharata’s experiment: 
"Ihe only thing this establishes is that the érutis were not equal in 
size. They are of three sizes: (1) the difference between the major 
and minor Tone, the pramana ий, twenty-two Cents; (2) the 
difference between the minor Tone and the Semitone, seventy 
Cents; and (3) the difference between the Semitone and the pramana 
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gruti, ninety Cents”. B. Breloer, Die Grundele 
Musik nach dem Bharatiya-natya- 
Bonn 1922, р. 19, abo calculates three diff Ж < : 
24, 66, and 90 Cents. Omkrnath Thakur, Notes melon m 
ta’sSystem— Sarigita Maanda, in: Nada Кара, Таш - 
p. 160,al so in brs thet B harata's system gives rise ix three steers 
árutis, which mi git be indicated by the following ratios: т. Comma 
= 81/80, ie. t hesyntonic comma or comma of Didymos, which 
is named after the Greek mathematician and which indicates the 
difference between a major and а minor tone; 2. Limma = 256/243, 
ie. the Pythagorean diatonic semitone; and 3. Minor Semitone — 
25/24, i.e. the smaller chromatic semitone. 

А. A. Bake, Bharata’ Experiment with the two ушаз in: 
В.5.О.А.5. 20 (1957), p. 66-67, rejects the idea of mathematical 
calculation of the $ramána $ruti: “The name $ramánasruti really 
has no reference to the mathematical size of that interval, contrary 
to what was accepted а priori by Fox Strangways and others. 
What the name is meant to indicate is that one has to take that 
$ruti as the standard, because it is the only one actually demon- 
strable in practice by putting the ma-grama against the sa-grama 
as indicated. The sum total of 22 $rutis is arrived at by addition, 
not by division". It is indeed very unlikely that Bharata should 
have made mathematical calculations to fix the intervals, since 
he did not know the procedure of division of strings Cf. Bake, 
о.с., p. 62 :“There is no evidence of the ancient Indian musicians 
arriving at the perfect octave, fifth, ог fourth by division of strings. 

Thakur, o.c., p. 157, tries to prove that one-éruti intervals were 
also used in ancient musical practice, referring to Bharata's svara- 
Sádhárana, іе. the overlapping of notes, which is called svara- 
visesa (i.e. a special distinction of a note), a term which 15, however, 
erroneously explained as a division of intervals, and especially as 
a division of the intervals of three $rutis, viz. rsabha and dhaivata, 
into intervals of two írutis and intervals of one śruti. The m: 
lapping of notes (svara-sadhárana) does not apply | to the есі. : 
of three érutis, rsabha and dhaivata, but to the intervals | k 
$rutis, sadja and madhyama, which ате overlappedby the agormng 
int I ; izda of three śrutis ( histka 

ervals, that is to say, ва а by the піҙша О © d madhama 
т) and the rsabha of four érutis (catuhšruft vi), and m 


by the gandhara of three $rutis (sad kêrana ga) and the pancama 


1 mente дег al іп diden 
Sástra, Inaugural Dissertation, 
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of four grutis (instead of three $rutis) in the madhyamagrama 
(cf. comm. Datt. 46-47, svarasadharana, especially pp. 163 ff). 
Svara-visesa is not a division of an interval, but a special distinction 
of a note or rather, а particular note, which appears, when katstka 
ni and catuhsruti ri overlap the interval sadja, and when sadharana 
ga and catuhsruti pa (in the madhyamagrama) overlap the interval 
madhyama. It is a note based on the interval of two $rutis, which 
appears between the overlapping intervals, that is to say, in the 
first case суша sadja and in the second case cyuta madhyama (сі. 
comm. Datt. 16, pp. 119 ff.; SàrnSR. т, 3, 39-45; C. Kunhan Каја, 
Preface to the Ragavibodha of Somanatha, pp. XX and XXIII). 
So Thakurs explanation of Bharata's svara-visesa svara-sádhárana 
is wrong. But not only with regard to the theory of music, even 
with regard to musical practice I cannot accept Thakur's demon- 
stration of the interval of one $ruti. 1 doubt whether Thakur is 
right, when he says (o.c. p. 157) that the fourth fret is situated 
at one Sruti-interval from the third fret and similarly the tenth 
fret at one Sruti-interval from the ninth, since the instrument used 
for the demonstration, the Алта? vind (cf. Thakur, o.c., p. 151), 
belongs to the sitar-family (cf. Sachs, MIL, p. 124) As far as I 
know the interval between the North Indian komala dha (= South 
Indian suddha dha) and йа dha (= catukśruti dha), and also 
between komala ра (= satsruti ri) and йота (Thakur: suddha) ga 
(= antara ga) is on modern sitars an interval of two $rutis, and 
not of one Sruti. 

Sri S. Ramanathan, Raghunàtha Mela Vina, in J.M.A.M. 35 
(1964), pp. 145 Í. discussing the tuning of the madhya mela vind 
of Кататаѓуа, Venkatamakhi and Ragunatha, says that, if one 
needs for some тара the dhaivata of three $rutis and for other 
ragas the dhaivata of four $rutis, one should fix the lower of the 
two, ie. the dhaivata of three érutis, on the fret and play the 
higher, ie. the dhaivata of four Srutis, by deflecting the string. 
He also advises to play suddha dha (ie. the North Indian komala 
dha mentioned by Thakur) as а downward shake оп the paficama 
fret. So, if an interval of one éruti appears by deflecting the string 
that is to say, by playing one after another the zriśruti dha and 
the catuhsruti dha, it should be regarded as an ornamentation or 
gamaka. 


l agree with Bake that $rutis do not exist in musical practice, 
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as far as they are not practised as real inte 
mentations. Cf. A. A. Bake, Bijdrage to 
Indische muziek, Proefschrift, Utrecht 1930, p. 6: “ті do not 
exist in practise and certainly are used in ornamentation ie 
the voice sweeps up or down, soundin 


& the interval of one éruti 
above or below the note which is bein x ететан: ruti 


With regard to the theoretical one-śruti interval H. Stone 
Powers, The Background of the South Indian Raga-System, Vol. 
I, Princeton 1959, Р. 90 states: “The theoretical ekasruti would 
represent barely discernible differences of pitch, such as the various 
commas, Which could arise Only as theoretical pitch differences 
betWeen svaras in two different scales —for it is a fact that nowhere 
in any listed scale does an ekaíruti occur...”. 

In connection with the notes used in Vedic recitation, NarS. 
distinguishes five $rutis which do not refer to micro-intervals. 
Cf. NarS. т, 7, 9: dīptāyatā harunánám mr dumadhyamayos tathd | 
§rutinam уо ‘viSesajno na sa ácárya ucyate, "The man who does 
not know the distinctions of the $rutis, viz. diptà, ayata, Кагипа, 
mrdu and madhyama, is no teacher’. NarS. 1, 7, 10-14 mentions 
the $rutis of each note of Vedic recitation and describes the char- 
acteristics of these $rutis, which might be regarded as special 
qualities of a note. According to Prajiianananda, History, p. 18 
these érutis are aesthetic sentiments and moods. BhN. 20, 36 f. 
(Baroda ed.) gives a wrong reading of NarS. 1, 7, 9; 11 and 12 in 
the context of alamkaras. | 

SarnSR. r, 3, 27 calls the above mentioned five $rutis jatayah, 
perhaps translatable by “parent [$rutis]' and mentions them (1, 3, 
28-30) in connection with the seven notes of secular music (ie. 
sa, ri, ga, ma, pa, dha, ni). SariSR. 1, 3, 31-35 mentions twenty- 
two varieties (bhida ) of the five parent Srutis, viz. tivrà, kumudvati, 
manda, chandovati, dayavati, rafijani, ratika, тайап, krodha, 
vajrikā, prasāriņī, priti, mārjanī, ksiti, raktikā, s amdipani, or" 
madantikà, rohini, ramya, ugra and ksobhin. SarisR. ak 35 à 
arranges these twenty-two $ruti varieties according b е sere 
ws. "ile . то Ё; SangitasaraSamerda 

s. Cf. Prajfianananda, History, pp. 17 1» 94 da. Calcutta 
of Sri Ghanagyamadasa, ed. by Swami Prajnanananda, 
1956, Introd. p. 25. и | ! 

With ric oh da position of the $rutiim present one — 

Т rd suti is still some 
practice Powers, о.с., p. 7 says: The wo 


rvals, bu ónly as orna- 
t de kennis der Voor- 
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used іп this sense, though the number is not necessarily confined 
to twenty-two. However, the older usage is confined to those who 
have studied, or heard about, the older texts; in the common 
musical parlance of South India today ҳин simply means ‘pitch’: 
‘off the $ruti' means ‘out of tune’; ‘adhara šrutr' refers to the pitch 
which a given musician chooses as the most convenient pitch, for 
his voice or instrument, for the tonic (common to all ‘modes’). 
To this pitch, whatever it may be, the drone will be tuned”. 

М. А. Jairazbhoy and А. W. Stone, Intonation in present-day 
North Indian Classical Music, in: В.5.О.А.5., vol. 26 (1963), 
рр. 130 f., are sceptical about the application of the ancient system 
of twenty-two $rutis in present North Indian classical music: “With 
this divergence between musicians, it would appear that intonation 
is a matter of personal choice, perhaps influenced by the teacher's 
intonation, but not bound to it, and that any intonation within 
certain limits (perhaps within 25 or 30 cents on either side of the 
tempered intonation) can be acceptable. Under these circumstances 
it would seem pointless to consider applying the ancient 22 $ruti 
system, or for that matter, any system of exact intonation, to 
North Indian classical music’, 


10. svara, “interval’, but also “note. 

In contradistinction to the European tone-system, which is 
based on a series of eight notes, the Indian system is based on a 
series of seven intervals (svara), called saptaka. The number seven 
in connection with the svaras is already mentioned NarS. т, 2, 4. 

SarmSR. т, 3, 24 f. (= NarSM. т, 3, 1) defines suara as follows: 
Srutyanantarabhavt yah snigdho '"murananátmakah || 24 || svato 
ranjayatt śrotrcittam sa suara ucyate |, “What is uninterruptedly 
present to be heard, what 15 sweet and of a pleasing character, 
what spontaneously charms the mind of the listener, this is called 
svara”. Cf. KuSR. 2, I, т, 129. 

An ‘etymological’ explanation of the first five svaras of the 
saptaka, viz. sadja, rsabha, gandhara, madhyama and paficama, 
is found Маб. т, 5, 7-11: nisém kantham uras tālu (әйт dantams 
ca samsritah | sadbhih saüjáyale yasmat tasmāt sadja iti smytah 
l 7 || vay samutthito nabheh kantasivsasamahatah | nardaty 
rsabhavad yasmát tasmad rsabha ucyate || 8 || vayuh samutthito 
па bheh kanthasirsasamáhatah | násám gandhavahah punyo gandharas 
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tena hetuna ll 9 || vdyuh samutthito nabher urohrdi сата hatah | 
nábhim раро mahanddo madhyamatvam samasrute (read: samāśrute) 
| xo |! vayuh samutihito nabher wrohrtkanthasirohatah | Райсаѕіћа- 
notthitasya sya pañcamatvam vidhiyate || тт ||, “Because it is dard 
in the nose, the throat, the chest, the palate, the tongue and the 
teeth, and because it springs from [these] six, it is traditionally 
called sadja (7). Because the air, rising from the navel and striking 
the throat and the head, roars like a bull, it is called rsabha (8). 
The air, rising from the navel and striking the throat and the head 
blows smells to the nose and is delicious; for that reason it is 
gandhara (9). The essence of madhyama is in the air, which, rising 
from the navel, striking the chest and the heart, reaches the navel as 
а big sound (то). The air, which, rising from the navel and striking 
the chest, the heart, the throat and the head, springs from [these] 
five places, is accounted to be the essence of райсата (тт)”. 

Маг$. 1, 5, 5-6 mentions several parts of the human body іп 
connection with the seven notes of the scale; kanthdd uttisthate 
sadjah Strasas tv rsabhah smytah | ратаһатв tv anundstkya uraso 
madhyamah svarah || 5 || wrasah strasah kanthad utthitah baficamah 
svarah | lalatad dhatvatam тауап misüdam sarvasandhi jam || 6 ||, 
“Баба springs from the throat, according to the tradition rsabha 
[springs] from the head, gandhàra from the nose, madhyama svara 
from the chest (5). Райсата svara springs from the chest, the head 
and the throat, dhaivata from the forehead. One should understand 
nisada as springing from a combination of all [parts of the body} (6). 

NarS. т, 7, 1-2 mentions the head, the forehead, the eyebrows, 
the ears, the throat, the chest and the heart as the positions of the 
seven notes of religious music. 

MBrh. 85-87, p. 20 corresponds to NarS. 1, 5, 5f. 

The author of the Sangita Makaranda, who is a later Narada 
than the author of the Naradiya Siksa, mentions I, I, II f. almost 
the same parts of the human body in connection with the seven 
notes: nabhihrthanthata luşu ndsddantosthayoh kramat || тт || sad7as 
са rsabhaga ndhà ont madhyamah файсатав tatha | dhatvatas ca 
"isáda$ ca шуа В sapta prakirtita’h | 12 ||, “The seven notes, sadja, 
Tsabha, gàndhàra, madhyama, райсата, dhaivata and nisada, are 
Said to dwell respectively in the navd, the heart, the throat, the 
Palate, the nose, the teeth and the lips". СІ. also KuSR. 2, I, I, 
187-106. 
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NarS. r, 5, 1f. compares the notes used by the singers of the 
Samaveda, with the notes of the flute, which may represent here 
secular (laukika) music: уар simaganam prathamah за venor 
madhyamah svarah | yo dvitiyah sa gandhdms irüyas tv rsabhah 
оттай || x || caturthah sadja ity ahuh pancamo dhaivato bhavet | 
sastho nisádo vi jfieyah saptamah pancamah smrtah |2 ||, " Prathama 
(ie. the first) svara of the singers of samans (ie. religious songs of 
the батауеда) is the note madhyama of the flute; dvitzya (ie. the 
second) is рапаһага, іу уа (ie. the third) is traditionally rsabha (т), 
Caturtha (i.e. the fourth) is said to be sadja; pañcama (Le. the fifth) 
is dhaivata; sastha (ie. the sixth) is considered to be nisada; 
saptama (i.e. the seventh) is traditionally райсата (2)”. The fifth, 
sixth and seventh note of religious (vaid:ka) music are commonly 
indicated by the names mandra, atisvárya and krusta. Cf. Prajüa- 
nananda, History, p. 116; Fox Strangways, o.c., рр. 257-259. Cf. 
also comm. Datt. 11-14, grama, рр. 109 f. 

NarS. т, І, 9-10 indicates the notes used by several Vedic schools 
to recite the Vedas. According to NarS. r, І, 9 prathama svara was 
used by the Kathakalas, the Apavrttas, the Taittiriyas and the 
Ahvarakas to recite the Rgveda and to sing the Sàmaveda; accord- 
ing to I, I, то the Rgveda was recited with 4шй уа and іуйуа, 
although $rathama (ie. madhyama of secular music) the highest 
note, was the main note. According to I, 1, тт the Ahvarakas 
used trttya, prathama and krusta, the Taittirlyas, however, four 
notes, viz. dvitiya, trttya, caturtha and mandra. According to I, 
I, I2 the sdmagas (ie. the singers of the ѕагпапѕ, the religious 
songs of the Sàmaveda) sung with all the seven notes, viz. prathama, 
duti уа, іуйуа, caturtha, mandra, krusta and atisvára. According 
to І, I, 13 dutttya and prathama are used by the Tandis, the Bhal- 
lavins, the 5а .tapathas and the Vàjasaneyins. Correct intonation 
of the recitations and the songs of the Rg-, Sama-, and Yajurveda 
during the sacrifices was very important. NarS. 1, 1, 4-6 curses 
the man who does not Correctly produce the notes. 

The names of the svaras of secular music are mentioned: Nàr$. 
I, 2, 5; ВАМ. 17, 103 (Baroda ed., vol. II, p. 386); 17, 100 (Bombay 
ed., p. 187); 28, 2r (Baroda ed.); 28, 22 (Bombay ed.); SarnSR. 
I, 3, 23. SarmSR. r, 3, 24 mentions abbreviations of the names 
of the notes, viz. sa, ri, ga, ma, pa, dha, ni, which are still used 
at the present time. 
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NarS. 1, 5, 13-14 (quoted MBrh. 81-8, 
svaras with some gods and with the va I9) associates the 
Tumburu: agnigitah svarah sadja rsabho айнала ала 
gito gandháro visnuna madhyamah тағала uam | somena 
gito nára&kna mahétnand | dhaivatas са nisádas REP іш svaro 
svarau || 14 ||, "The note sadja is sang 5: 1, gitau tumburunda 
by Вга, gandharal is sung Ва Боня. i E m is uttered 
Visnu (13); the note paficama is sung by га acl - madhyama by 
and nisada are sung by Tumburu (14)’. Ci бата — dhaivata 
KuSR. 2, 1, т, 263 f. A different relation between gods ain 
is found MBrh. 79-81, p. 19: sadjasya daivatam А ай pom 
vahmdatvatah ||79 || gandharo bharati 2 a ee 

17918 ratidevo madhyamo haradaivatah 
paricamah Зайауа)йаз іш dhaivato ganana yakah || 80 || nisddo = 
nudevas tu ity ete svaradevatà h |, “Brahma is fhe deity of кені 
rsabha has Agni as deity, gàndhàra Bharati, madhyama Siva (it. 
the destroyer), paficama Indra (lit. the one with the hundred 
sacrifices) dhaivata Ganesa (80) пада Bhànudeva. These are 
the deities of the notes". SarnSR. 1, 3, 57-59 gives the following 
classification: vahnibrahmasarasvatyah $arvasrisaganesvara h || 57 || 
sahasra m$ur tti proktah kramat sadjadidevata h |, "Agni, Brahma, 
Sarasvati, Siva, Visnu (lit. the husband of Sri), Ganeévara and 
Sun are respectively called the deities of sadja, etc.". The same 
classification is found NarSM, 1, 1, 38. Cf. also KuSR. 2, т, т, 264. 

According to NarS. 1, 7, 6-8 the gods live on the note krusta, 
human beings on prathama, cattle on dvitiya, the Gandharvas and 
Apsarases on the next note (ie. értiya), the birds (and other animals 
born from an egg) and the Fathers on caturtha, the Piśācas, the 
Asuras, and the Raksasas on mandra, the Südras are connected 
with atisvdra, According to Мат. І, 2, r5 Í sadja delights the 
gods, rsabha the seers, gandhara the Fathers madhyama the 
Gandharvas, paficama the gods, the Fathers and the seers, nisada 
the Yaksas, dhaivata the [other] living beings. 

With regard to the origin of the notes SarnSR. r, 3, 52-53 Says: 
girua nakulasambhita h sad jaga ndhàramadhyamáh | paticamal pir- 
vamsottho vidhau rsikulodbhavau || 52 || 1410 'suravqm$otiho..., 
“Sadja, gāndhāra and madhyama spring from the community of 
the gods, paficama, from the Fathers, rianddhafrom thecommunity 
of the seers (52), and nisáda from the Asura’. Cf МЭМ. р т 


28; KuSR. 2 т, r, 259 £ NaxSM. 1, 1, 37 mertions the greates! 
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seers in connection with the notes, viz. Daksa, Atri, Kapila, 
Vasistha, Bhargava, Narada and Tumburu. 

Nàr$ т, 4, 3-4 associates the notes with the four classes of 
society: файсато madhyamah sadja ity ete brdhmanah smyrtah | 
rsabho dhaivatas capity etau nu ksatriyau ubhau | 3 || ga ndhàras ca 
тё аах ca vais yav ardhena vai smytau | Sudratvam viddhi cárdhena 
jatitatvàn na samsayah || 4 ll. “Райсата, madhyama and sadja 
traditionally belong to the brahmans; rsabha and dhaivata to the 
ksatriyas (3). According to the tradition, half of gàndhàra and 
nisàda belongs to the vaisyas, and half of them, one should know, 
in consequence of their decline, doubtless belongs to the $üdras 
(4)". Sarngadeva’s classification of the notes according to the four 
classes differs only with regard to the lowest class, the Südras. 
Cf. SarnSR. І, 3, 54: 56Фау antarakáhalyau svarau...,‘The notes 
antara [ga] and какай [ni] (cf comm. Пай. 16) belong to the 
Stidras’. Cf. MBrh. 65, p. 18: catuhsrutisvará vipras trisruti ksatriyau 
matau | әа35уаш duisruttkau jfieyau $udrau cantarakau svarau || 65 ||, 
"The intervals of four $rutis (ie. sa, ma, and pa) belong to the 
brahmans, those of three $rutis (ie. ri and dha) to the ksatriyas, 
those of two Srutis (ie. ga and ni) to the vai$yas, antara [ga] and 
kakali [ni] to the stidras (65)'. Cf. also KuSR. 2, I, І, 260f. A 
slightly different classification is given NarSM. 1, 1, 29: brahmajatt 
samau jneyau ridhau ksatriyajatikau | nigau та5уат iti proktau 
paricamah Ssudrajatikah || 29 ||, "Sa and ma, one should know, 
orginate from the brahmans, ri and dha from the ksatriyas, ni 
and ga from the vai$yas and райсата from the šüdras (20)”. 

According to some authors the notes are related to the sounds 
of particular animals. NarS. 1, 5, 3 f. states: sadjam тадан mayüro 
gaw rambhanti carsabham | ajavike іш рапаһағат Вғаийсо тайдай 
madhyamam || 3 || puspasddharane kale kokilo vakti файсатат | 
asvas ім dhaivatam vakti тізадат vakti kuñjarah || 4 ||, “The peacock 
cries sadja, the cows moo rsabha, the she-goat and the sheep 
gandhara, the curlew cries madhyama (3). In spring-time the 
cuckoo calls paficama, the horse produces dhaivata, the elephant 
nisada (4)'. C£. NarSM. т, т, 13 f.: sadjam тауйғо vadati ca tako 
rssabham tathd | ajo virauti gàndhá ram krauñcak kvanatt madhyamam 
| x3 || juspasadhárame kale pikah kujati файсатат | asvaś са 
dhaivatam сайта nisddam ca gajas tatha || тд ||, “The peacock cries 
sadja, the cataka-bird (ie. cuculus melanoleucus) calls rsabha, 
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the he-goat bleats gandhara, the curlew cries madhyama (13). 
In springtime the cuckoo (the cucculus indicus) calls paficama, the 
horse dhaivata and the elephant шада (r4)”. M Brh. 64, p. 13 
ll. 1-5 rekrring to Kohala (an ancient authority on music: cf. R. 
Simon, Zur Chronologie der indischen Musikliteratur, in: Z.LI. 2 
(1923), Р: 150), Says: sadjam vadati тауйға rsabham cátako vadet | 
аға vadant gandharam kraunco vadati madhyamam || puspasadha- 
rane kale kokiah файсатат vadet | pravytkale tu samprapte dhai- 
vatam darduro vadet || sarvadá ca tathà devi nisadam vadate gajah |, 
“Тһе peacock cries sadja, the cataka-bird rsabha; the she-goats 
bleat gandhara, the curlew calls madhyama. In spring-time the 
cuckoo calls paticama. When the rainy season has come, the frog 
croaks dhaivata. The elephant, О goddess, always produces nisa йа”. 
SarnSR. 1, 3, 46 f. summarizes: maytracatakacchagakraui cakokila- 
dardurah || 46 || gaja$ ca sapta sadjadin kramád uccarayanty ami |, 
“The peacock, the cáataka-bird, the he-goat, the curlew, the cuckoo, 
the frog and the elephant, these [animals] respectively produce 
the seven [notes], sadja etc.". Cf. KuSR. 2, І, I, 212. 

NarS. 1, 7, 3 f. mentions the positions of the notes on the fingers 
of the hand: angusthasyottame krusto 'ngusthe tu prathamah svarah | 
pradesinyam іш gandhara rsabhas tadanantaram || з || апатка уат 
sadjas іш kanistháyám іш dhaivatah | tasyádhasvàc (read: -adhastat) 
са yonyasram (read: yo "yas tu) тізадат tatra mirdiset || 4 ||, 
"Krusta (= paficama) is situated on top of the thumb, prathama 
(= madhyama), however, on the thumb, gandhàra on the index, 
rsabha next to it (i.e. on the middle finger) (3); за а оп the ring- 
finger, dhaivata on the little finger. One should regard the other 
one, which is under this place (le. nearer to the top of the little 
finger), as пізада (4)”. For a sketch of this hand see Pray nanananda, 
History, p. 212. One might compare these finger positions of the 
notes with the Guidonian hand, used in European music of the 
Middle Ages to facilitate the mutations (Le. the change of — 
chord) This kind of cheironomy (ie. indicating the re. to 9e 
sung by means of the hand and the fingers of Pu ағы жеу 
especially have been practised in religious music, for 115 | 

inei А da. since later treatises of Indan 
singing the songs of the Samaveda, 5100 T Mte 
music, mainly dealing with secular music, do no bai: JF 
tions of this technique. Cf. Fox Strangways, 8/6, Б E88 & А 8, 
Staal, Nambudiri Veda Recitation, The Hague 1961, р. 41, п. 6. 
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In Bharata’s system of the rasas, ie. the emotions, which the 
audience is supposed to feel, and which are created and worked out 
by the authors in plays and other literary works according to 
fixed rules (cf. S. K. De, History of Sanskrit Poetics, Calcutta 
1960, II, pp. 23 ff.; 135 ff.; 275 ff.; R. Gnoli, The aesthetic experi. 
ence according to Abhinavagupta, Roma 1956, pp. XIX ff. and 
29 ff.; V. Raghavan, Bhoja’s Smgara Prakāśa, Madras 1963, chrs. 
XVII and XIX; I. Shekhar, Sanskrit Drama: Its origin and 
decline, Thesis Utrecht 1960, pp. 60 ff.; K. C. Pandey, Comparative 
Aesthetics, I, Indian Aesthetics, Banaras 1950, chrs. I-III; for 
further literature see P. V. Kane, History of Sanskrit Poetics, 
Bombay #1951, p. 350) each svara is connected with one or more 
rasas. Cf. BhN. 17, 100 f. (Bombay ed.= 17, 103-105 of the Baroda 
ed. II) Аа syaSrivgarayoh káryaw svaraw madhyamapancamau | 
103 || sadjarsabhau {айла caiva viraraudradbhutesv atha | ga mdháras 
са nisádas са kartavyau karune vase || 104 || dhatvatas catva kartavyo 
bibhatse sabhayanake |, "In the comic and the erotic sentiments 
the notes should be made madhyama and райсата. Similarly in 
the heroic, the furious and the marvellous sentiments they should 
be made sadja and rsabha. In the pathetic sentiments the notes 
should be gàndhàra and пада, and in the odious and the terrible 
sentiments they should be dhaivata" (Ghosh, Transl I, p. 346, 
ch. 19, 38-40). MBrh. 83-85, pp. 19 f. obviously quotes BhN. 17, 
100 f. (Bombay ed.). SàrnSR. т, 3, 59-60 classifies the notes in the 
same way: sari vire 'dbhute raudre dha bibhaise bhaya nake || 59 || 
karyau gan іш karune hásyaírüga rayor mapau |, "In the heroic, 
the marvelous and the furious sentiments sa and ri should be 
applied, in the odious and the terrible ones dha (59), in the pathetic 
sentiment ga and ni, in the comic and the erotic sentiments ma 
and ра”. Cf. KuSR. 2, т, 1, 267. A different classification is found 
Мат5М. т, r, 47 f.: sad jasyádbhutavirau ca rsabhasya ca raudrakah | 
gandharasya ca $ántam ca háàsyákhyam madhyamasya ca || 47 l| 
фаясатазуа ca śrůga ro bibhatso dhaivatasya са | karund ca nisádasya 
saptasthanarasé nava || 48 || "The heroic and the marvelous 
sentiments are connected with sadja, the furious sentiment with 
rsabha, the tranquility (Sata; this additional rasa is most probably 
introduced by the Buddhists and the Jains as a ninth rasa; cf. V. 
Raghavan, The number of rasas, Madras 1940, p. XIV) with 
gandhara, the comic sentiment with madhyama (47) the erotic 
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sentiment with paücama, the odious sentiment with dhaivata and 
the patetic sentiment with nisáda. These are the nine sentiments 
(although # ninth rasa, santa, is mentioned here, the number 
remains eight, because bhaydnaka, the terrible sentiment, is 
omitted), occurring in nine positions (48). 

There was also a system, according to which each note was 
represented by a рел al colour. Nàr$. т, 4, I Í.: padmapatraprabhah 
sadja rsabhah sukapinjarah | kanakd bhas tu gandian madhyamah 
kundasaprabhah || x || файсатаз tu bhavet krisnah pitakam dhaivatam 
viduh | nisadah sarvavaruas ty йу etàh svaravarsiatá В || 2 ||, "Sadja 
has a [reddish] colour like a lotusleaf, rsabha has a reddish-yellow 
colour like a parrot, gandhara is gold-coloured, madhyama is 
coloured like jasmine (I). Paficama has a bluish-black colour; 
dhaivata is considered to be yellow; nisáda has all colours. These 
are the colours of the notes (2)". Cf. MBrh. 77-79, p. 19. SarmSR. 
I, 3, 54 Í. summarizes: varnds tv ime kramat padmabhah pinjarah 
svarnavarnah kundaprabho 'sitah || 54 || pitah karburah..., "The 
colours respectively are: reddish, reddish-yellow, gold-coloured, 
jasmine, dark, yellow, multi-coloured’. Cf. NarSM. 1, 1, 30; 
KuSR. 2, т, 1, 261 f. NarSM. т, т, 31 f. describes again each colour 
separately: sadjah kamalavarnah sydd rsabhah фрійјатаѕ tatha | 
ga ndhárah svarnavarnah syan madhyamah kundavarnakah || 31 || 
jascamah sitavarnah syad dhaivatah pitavarnakah | naisádah 
karburo varnah saptavarna nirūpitāh | 32 ||, "Sadja is coloured like 
a lotus, rsabha is reddish-yellow, gandhara is gold-coloured, 
madhyama is coloured like jasmine (31), paficama is white, dhaivata 
is yellow and n&à da is multi-coloured. Thus the seven colours 
are classified (32)’. l 

According to Indian cosmology the seven world-continents 
(cf. W. Kirfel, Kosmographie der Inder, Bonn 1920, pp. 57 ff. and 
112 ff.) are the birth-places of the seven notes. SarnSR. 13, 55 f.: 
esim janmabhū mir atha bruve | jambüsakaku&krauficasalmah- 
Svetandmasu ll 55 | dvipesu puskare caste жар байла dayah Ағатай |, 
“The [notes] sadja, etc. respectively spring from the рон 
Jambi, Saka, Kuga, Kraujica, Salmali, Sveta and Puskar&. 
Cf. NàrSM. т, т, 33; KuSR. 2, 1, I, 262 Í. Ма15. т, 1, 34-36 describes 
this cosmological theory in details, | | 

Some мє эз hate the notes with special poetical metres. / 


Cf. NarSM. т, 1, 39; SarnSR. r, 3, 58 f; KuSR. 2, I, I, 266. 
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The most elaborate classifications are given by Narada, the 
author of the Samgitamakaranda, who also mentions family-names 
(gotra; cf. Мат5М. 1, т, 40 f.), constellations (naksatra; cf. I, I, 42 Í.), 
astrological houses (727; cf. x, x, 44), the deities presiding over the 
astrological houses (rásyadhidevata; ci. Т, т, 45) and the discussion 
about the form of the creatures (yontkathana; for instance: god, 
demon, man or animal; cf. x, 1, 46). Such elaborate descriptions 
and classifications are typical examples of the Indian predilection 
for systematizing. 

The svaras may be produced by different kind of musical instru- 
ments, that is to say, by the human voice, the stringed instrument 
(vind) and the flute (vamSa). BhN. 28, 12 (Bombay ей.) states: 
duyadhisthanah suara vainah sa "iras ca prakiriita h, “Тһе notes have 
two bases: the human throat and the vinà" (Ghosh, Transl. II, 
p. 4) The third instrument, the flute, is described in chapter 
зо of BhN. Cf. BhN. 30, 2 (Bombay ed.): dwikatrikacatuska 5 tu 
jñeyá vamsagatah svarah, "The intervals of the flute, one should 
know, have two, three and four [$rutis]". Cf. also MBrh. 29, p. 5, 
L ro. BhN. 30, 5 f. describes, how intervals of two, three and four 
$rutis are produced on the flute: vyaktamukta ярийв tatra svaro 
jrieyas catuhsrutih | 5 || kampamanángulis catva trisrutth pariki- 
riyate | dukardhangulimuktah syad 18 $rutyüsritáh sarak || 6 ||, 
"Ihe interval which arises, when the finger is detached (ie. does 
not cover a hole of the flute), is considered to be an interval of 
four $rutis (5). The interval, which arises by a shake of a finger 
(i.e. when the finger does not completely cover a hole of the flute) is 
called an interval of three $rutis. The interval which arises, when the 
finger is half detached (i.e. when the finger covers half of a hole of 
the flute), consists of two [$rutis) These are the intervals depending 
on the $rutis (6)". MBrh. 28, p. 5 summarizes: duisrutis trisrutis 
catva catuhsrutika eva ca | svaraprayogah kartavyo vamáe chidragato 
budhaih || 28 ||, “Оп the flute intervals of two, three and four árutis 
should be produced by the experts by means of the holes (28). 

The relation between the érutis and the intervals (svara) is а 
very important aspect of the theory of ancient Indian music. The 
three procedures, according to which the twenty-two érutis are 
distributed over the seven intervals, give rise to three basic scales, 
viz. the sadja-, the madhyama- and the gandharagràma, to be 
discussed next (cf. comm. Datt. II-14). 
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11-14. grama, "tone-system", or “basic scale". 

NarS. 1, 2, 4 distinguishes three gramas. About the origin of 
tles e gramas Мато. т, 2, 6 f. says: sadiamadhyamagnddras t 

= — шш ул. os rayo 
grāmāh prk пий, | bhürlokaj jáyate sad 70 bhuvarloká'c ca mad þa- 
з - снн — чс spes gramas arem entrond, 
springs from the earth, the Е. жылыны The sadjagrama 

oF J yamagrama from the world of 
the air( 1.e. the intermediate world) (6). The gandharagrama, springs 
from heaven and fis] not [found] elsewhere". Compare NarSM. 1, 
I, 49f.: sad jamadhyamagandharagramatrayam udahrtam || 49 || 
sad jas ca madhyamas салда сайам bhümau prakalpitau | svargaloke 
‘bi gandharah prasiddho na mahitale || 5o ||, "Three gramas are 
mentioned, viz. sadja-, madhyama- and gandhàragráma (49) The 
sadja- and madhyamagràma are settled on the earth. In heaven 
also a рапаһатартатпа is known, but not on the earth (50)". 

As BhN. 28, 25 (Bombay ed.) does not mention the gandhara- 
grama, Ghosh, Transl. II, p. 9, note т, supposes that in Bharata's 
time this grdma had already fallen into disuse. Cf. also Bake, 
Proefschrift, p. ro. 

Datt. rr although not describing the gandharagrima in details, 
says: kecid ga mdháram apy ahuh, “Some people also speak about 
a gandharagrama'", obviously referring to ancient authors, like 
Narada, etc. In fact, Matanga and Sarügadeva mention Narada 
as the author from whom they received their knowledge of the 
gandhàragráma. Cf. MBrh. or: sadjamadhyamasamjiau tu dvau 
grámaw visrutau kila | gandhdram narado briite sa іш martyair 
na giyate || От || “The two gramas, sadja and madhyama, are 
known everywhere. Narada speaks about а gandhdragrama. This 
one, however, is not sung by men (97); SarnSR. т, 4, 5: ga adhà ra- 
gramam ácasta tadá tam nárado munth | pravartate svargaloke gramo 
'saw na mahitale || 5 ||, “...in that case the muni Narada speaks 
of a gandharagrama. This gráma is produced in heaven, but not 
on the earth (5)". Cf. also KuSR. 2, 1, 1, 296 f. In this connection 
one might understand iha from Datt. rr as "here, on the earth, 
or "here, among men". KuSR. 2, т, 1, 298, however, states that 
the gandhàragràma is still found in Kashmir, although the experts 
of Jaksana (ie. characterization of the modes) are not able to 


produce it. | 
In connection with MBrh. от and SarmSR. І, 4 5 the quetpn 
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arises as to which Narada is meant in these texts. Since NarSM. 
I, 2, 18quotes Matanya, we may suppose that Matanga lived before 
the author of the Samjsitamakaranda It is quite possible that 
MBrh. 9r refers to the author of the Naradiya $ksa, although the 
Nara. da. mentioned here may also be a mythical person, that 16 
to say, the Gandharva Narada. Since NarS. 1, 2, 6f. does not 
describe the gandharagrama, but only mentions its name and the 
place where it 15 practised, it is very likely that SarnSR. 1, 4,5 
does not refer to the author of the Nàradiya Siksa. The author 
of the Samgitamakaranda does not refer to other authors, but 
mentions himself as an authority with regard to the gàndhàra- 
grama. Cf. NarSM. т, r, 53: afrasiddho ‘pi bhüloke kramád vaksye 
"ji na radah | tatsvartipam devaloke jnatavyam Sastralaksanaih || 53 |l, 
"Although this one is not known in the world, I, Nàrada, will 
describe this [grama] in due manner. Its form, existing in the divine 
world, may be understood by means of the characteristics, [men- 
tioned] in the treatises (53)". SamSR. and NarSM. differ with 
regard to the construction of the gandharagrama. Compare the 
reconstructions of the gandhdragrama to be discussed later on іп 
this commentary (cf. pp. 107 f.). 

Fox Strangways, o.c., р. 106 defines gama as follows: “Grama, 
Ht. ‘village’, as opposed to jungle (avanya), means a civilized as 
opposed to an unsophisticated scale’. B. Breloer, Die Grund- 
elemente der altindischen Musik, Inaugural-Dissertation, Bonn 
1922, p. 30, renders рата by ‘modus’. Bake, Proefschrift, p. 10, 
accepts Fox Strangways’ translation, "scale". M. S. Ramaswami 
Aiyar, The Question of Gramas, in: J.R.A.S., 1936, p. 632, explains 
gráma as follows: "A gráma was an unsingable group scale, so 
to speak, consisting of all the suddha-vikria svaras, collected 
together and preserved, as such, for the purpose of selecting, from 
that group scale, any desired set of seven notes with a graha or 
starting-point— which set, when sung in the natural order of ascent 
and descent was called mürchená and which, when a harmonic 
individuality was established with the help of amsa, пуйѕа, vàdi 
and samuddi, etc., took the name of јан”. Ghosh, Transl. II, p. 6, 
note 3, quite rightly questioning Fox Strangways' explanation, 
also proposes the translation "scale", NarSM. т, r, 49 explains 
8” = ma by comparing it to mérchana’: grámah svarasamihah syan 
mürchaná іш svardsraya |, "A grāma is a collection of notes, a 
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4 na, however, i à 

m iot t Rank. Н смдей with (шей on) the notes" 
| wa ~t rama 15 not opposed to but 
connected with mürchana. Ct. SarnSR. x, 4,1: gr cs bu 
syan murchanddisamasrayah |,“ Acgráma ie ии i-i 
which is closely connected with mürchanis = - ~~ € 
: "wr . , . atha, 

commenting upon this line, explains: atyadisabdena Eramattn 
rna lamaraja ydayo grhyante, "In this context by the xti, 20) : 
-AÀ 
(etc.) are meant [regular] order [of the notes] (krama), series of notes 
(tāna), ornamentation (varna), grace (alamkāra) and mode (7ай)”. 
The construction of the sadja- and madhyamagrama, that is 
to say, the procedure according to which in these two gramas the 
twenty-two $rutis are distributed over the seven intervals . is 
described by Bharata, Dattila, Matanga, Sàrigadeva and Kumb Ia. 
BhN. 28, 25 (Bombay ed.) mentions the number of šrutis of the 
svaras of the sadjagrama, starting with rsabha (ri): 450 due са 
catasras са calasras ttsra eva ca | dve calasra$ ca sadjakhye gra me 
£rutinidar$anam || 25 ||, "Srutis in the ва а gráma are shown as 
follows: three [in rsabha], two Пп gàndhàra], four (in madhyama], 
four [in paficama], three [in dhaivata) two [in шада) and four 
[in sadja]" (Ghosh, Transl II, p. 7, ch. 28, 24). I doubt, whether 
the fact that Bharata mentions first the number of šrutis of the 
svara rsabha is “due to the exigency of metre’, as Ghosh, Transl 
IL p. 7, note (24)! supposes. It is quite possible that Bharata 
mentions first the number of Srutis of rsabha and not that of 
sadja, because he does not regard the first svara sadja as an interval 
with regard to a lower note, but as a particular pitch, which 1s 
the starting point of the sadjagrama: (sa)-ri-ga-ma-pa-dha-ni-sa. 
Datt. 12-14, mentioning the number of $rutis of the intervals ri 
up to sa, applies the same method as Bharata. He indicates, how- 
ever, that he considers sadja to be the basic note of the sadjagrama. 
The arrangement of érutis in the madhyamagrama is almost 
similar to the arrangement of $rutis in the sadjagrama, with the 
exception of the intervals pancama and dhaivata, which in the 
madhyamagrama respectively consist of three and four $rutis. 
Cf. BhN. 28, 26 (Bombay ed.); Ghosh, Transl. П, p. 7, ch. Š nat 
Datt. 14; Sári SR. т, 4, 3; KuSR. 2, 1, 1, 282. By reducing the 
interval paficama and at the same time lowering the note pancama 
the next interval dha gains one &ruti, although the note dha is not 


lowered or raised. 
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For comparative purposes BhN. 28, 26-29 (Bombay ed.; Ghosh, 
Transl. II, р. 8 f., ch. 28, 25- -28) reviews the intervals of the above 


mentioned two gramas as follows: 


sa-gráma: sa = 4 Srutis ma-grama: ma = 4 $rutis 
п -3$rutis ра = 3 Srutis 
ga = 2 Srutis dha = 4 $rutis 
ma = 4 Srutis ni = 2 $rutis 
pa = 4 Srutis 5а = 4 Srutis 
dha = 3 $rutis ri = 3 Srutis 
пі = 2 Srutis ga = 2 Srutis 


Cf. MBrh. 55-61. 

BhN. 28, 36 (Bombay ed.; cf. Ghosh, Transl. II, p. тт, ch. 28, 
33 f.; Datt. 26-28) describes a method according to which the 
intervals pa, dha, пі, sa, ri, antara ga and ma of the sa-grama may 
be identified with the intervals sa, ri, ga, ma, pa, dha and ni of 
the ma-grama in the following way: 


3 
sa-gràma: ра dhani sa п а|ша 
Le HEEL 


According to the European terminology the ma-gràma would be 
called а transposition of the sa-grama. The two different fifths, 1.6. 
sa-pa of the sa-gráma and sa-pa of the ша-ртатпа might be obtained 
by using the mean-tone temperament, Which with its major and 
minor tones resembles the ancient Indian ӛгін system with its 
major tones of four, and its minor tones of three Srutis. 

The construction of the gandharagrama is described SàrnSR. 
I, 4,44. rimayoh Srutim ckaikà т рапаһа vaš cet samásrileh | pasru- 
йт dho nisádas tu dhasrutim sasrutim Sritah || 4 || рапаһа ragramam 
асаз{а tadà tam nárado munih |, "When gandhara takes one $ruti 
from ri and from ma, when dha takes one éruti from pa, nisada 
one $ruti from dha and from sa, in that case muni Nàrada speaks 
of gandhàragrama". KuSR. 2, т, І, 300 f. ascribes this construction 
of the gandharagrama to Candrasekhara (ie. the author of Abhina- 
yamukura, Samgitalaksana and Bharatasárasamgraha; cf. KuSk. 
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vol I, App. ITI, p. 662). Cf. also Fox Strangways, o.c. p. 110 
If we follow Samgadevds description and start from t à ! | 
gráma, We might construct the gàandháragráma in the follo 


ба ma pa dha ni sa ri 
43 38 43 2 
Fox Strangways, O.C., p. III, On the other hand, infers that the 
gandharagrama might also be derived from the madhyamagrama, 


if we follow Sarngadeva’s description. This means that the gandha- 
ragrama may also be constructed as follows: 


şduja- 
wing way: 


ga ma ра dha ni sa ri 

43 24 432 
This scale, however, is similar to the sa-grama, if we consider the 
ga of this ga-gràma to be the sa of the sa-gràma. 

NarSM. т, 1, 541. describes the gandharagrama in a different 
way: rimayoh $rutir ckaikà ga ndharasya samásrayá || 54 || Paricama- 
Srutir eka са nisadasrutisamsrayad | gamndháragrámam dcaste (айа 
tam narado "тата || 55 ||, "When from п and from ma one $ruti 
goes to gàndhàra (54) and one $ruti from paficama joins the Srutis 
of nisada, in that case Narada speaks of gàndhàragràma (55)'". 
Following this description, we might construct the gandhdragrdma 
as follows: 
ga-grama 

а) derived from the sa-gráma: 

ga ma ра dha ni sa ri 
4 3 33 955 
b) derived from the ma-grama: 
ga. ша ра dha ni sa ri 
43 24 342 
Scale b), however, is similar to the ma-gràma, if we consider the 
ga of his ga-grama to be the sa of the ma-grama. : 

If the above mentioned four reconstructions of the CERES 

are taken as starting from sa, we get the fdbw.ng scales: 


I. Derived from the sa-grama (cf. SarnSR. r, 4 4f.): 
sa ri ра ma pa dha ni 
3243 3 3 4 
be de ftg 4 
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2. Derived from the ma-grama (cf. SarnSR. т, 4, 4f.): 
sa ri ga ma pa dha ni 
3243 24 4 
b c d e f ga 

3. Derived from the sa-grama (cf. NarSM. r, r, 54 f.): 
sa ri ga ma pa dha ni 
4243 33 3 
bcd е f* g а- 

4. Derived from the ma-grama (cf. NarSM. т, т, 54 f.): 
sa ri ga ma pa dha ш 


4243 2 4 3 
bcd e f ga- 


Fox Strangways, 0.c., p. 100, takes ni (= c) as the starting 
point of the sa-gràma. He states that the sa-grama starts with the 
interval sadja (— 4 $rutis) although he admits that according to 
BhN. 28, 25 (Bombay ed. = Ghosh, Transl. II, p. 7, ch. 28, 24) 
the sa-grama starts with the interval rsabha (= 3 Srutis). The fact 
that Datt. r2 follows Bharata in mentioning rsabha as the first 
interval of the sa-grama, justifies the supposition that Bharata 
does not refer to one single case, but to common practice. According 
to Bharata's view the sa-gràma appears to be a d-scale: 


(sa) ri ga ma pa dha ni sa 


This interpretation is also found in Breloer, o.c., p. 10 and 
Bake, Proefschrift, p. ro. H. Husmann, Grundlagen der antiken 
und orientalischen Musikkultur, Berlin 1961, p. 140 states: "Die 
alte Reihe ist dann identisch mit der dorischen Kirchentonart des 
europäischen Mittelalters...". There is, however, no reason why 
we Should regard this d-scale as a mode, since the characteristics 
of a mode, such as for instance finalis (7yása), dominant (amsa), 
etc., are not applicable to the gramas and the scales to be derived 
from these gramas (i.e. the mürchanàs), but to the jatis, the parent- 
modes, which might be considered to be the forerunners of the 
ragas, and which are characterized by ten laksanas (i.e. characteris- 
tics of a mode; cf. comm. Datt. 55-61). 

It is quite possible that this d-scale or sa-grama developed 
from the notes of the Simaveda-songs, as Bake, Bemerkungen zur 
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Entstehungsgeschichte eines Modus, in: Kongress-bericht Bamberg 
1953, р. Iy , tries to demonstrate. Cf. М Eh. 92, р. 20: sámavedát 
suara jatah svarebhyo gramasambhavah | доду etau ca imau jñeyau 
saga madh yamalaksttau || дг ||, “The svaras spring from the Sama- 
veda, the gramas from the svaras. One should distig wsh two 
gramas, viz. the sadja- and madhyamagrama (92)". As already 
observed I doubt, whether this d-scale or sa-grama might be 
considered to be a mode, or even the oldest mode, as Bake, o.c., 
p. 187 opines. According to NarS. 1, 5, x f. the notes of the Samaveda 
are апшат to the notes of the sa-grama, the first note (prathama) 
of the Samaveda being similar to the madhyama of the sa-grama, 
etc.: 


prathama (the first) = g = madhyama 
dvitiya (the second) = f = gàndhàra 
trtiya (the third) = e = rsabha 
caturtha (the fourth) = d = sadja 
atisvarya or sastha (the sixth) = С = nisáda 
mandra ог paficama (the fifth) = b = dhaivata 
krusta or saptama (the seventh)= a = райсата 


We may infer that the scale of the Sàmaveda was a descending 
series Of notes (g- а) іп contradistinction to the sa-grama of secular 
music, which was an ascending series of notes (4- с). It is remark- 
able that Narada mentions dhaivata as the fifth (?аЯсата) note 
and nisada as the sixth one (sasfha). I am not able to decide, whether 
the deviating order of the notes of Narada’s scale represents a 
current melodic line, or is merely due to an error Or an iNcorrect 
reading. It is however interesting to notice that the Bombay- 
manuscript of the Visnudharmottara (x8, 3) has the same order of 
notes (cf. A. Daniélou and N. R. Bhatt, Textes des Purana sur la 
théorie musicale, vol. I, Pondichéry 1959, p. 115, note 4; Shyam 
Chand Mukherjee, The Visnudharmottara chapters on music: a 
critical study, in: Purana 2 (1960), р. 157). _ ) 

Fox Strangways, о.с., р. 262 mentions (пе ga-grama in connection 
with the Siman scale. In the music examples of Е. Е elber, Die 
indische Musik der vedischen und der classischen Zeit, in: Sitzungs- 
berichte der Kais. Akad. der Wiss. in Wien, un Ee 170, À 
(1912), pp. 1-189, the same author, o.c. р. 276, сүттү — 
cadence (ie. a concluding melodic figure), based Т. » X. 
d, c, b. These notes might, he says, be regarded as the lySt te 
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chord (ie. series of four notes) of the ga-grama. It is, however, 
unsafe to draw conclusions from this unsystematic collection of 
songs from the Sámaveda laid down in musical notation by Felber. 
I am not able to prove within the scope of this dissertation that 
the ga-grama appears as a mode in the Vedic songs, as Bake, 
Bemerkungen zur Entstehungsgeschichte eines Modus, pp. 186 f., 
demonstrated with regard to the sa-grama, since such conclusions 
require а thorough study of the Vedic tradition in general and an 
analysis of the melodies and melodic figures of several Vedic 
schools, as for instance the Kauthumas, the Jaiminiyas, the 
Taittiriyas, etc., in particular. I only mention here a few examples, 
which might represent the initial stage of а b-mode or ga-grama. 
In the Vedic songs and recitations recorded by Daniélou (BM 3o 
I 2006) I noticed the following basic notes: No. 2, Invocation to 
Kubera from the Rgveda is sung to the notes b а g* e or е? with 
g* as final note (— d c 5 g or g*, relative pitch); no. 3, Hymn 
to Agni, also from the RV., to the same notes; по. 9, Hymn to 
Indra, from the Samaveda, to the notes d c 5 a with b as final 
note, and no. ro, Hymn to the Moon, also from SV., to the notes 
e or е d cf b with с? as final note (= d or d’ c b a, relative 
pitch). 

If we want to draw a parallel between the Indian and the European 
theory of music, we might compare the Indian sa-gràma (d e f 
g a b c) with the Phrygian, the ga-gràma (b c d e f(t) g a>) 
with the mixolydian and the scale of the Samaveda (g f e d c b a) 
with the hypophrygian scale of ancient Greece. The fact that the 
ancient Greek scales were descending scales like the scale of the 
Samaveda, makes the comparison even more interesting. Since 
the theory of ancient Greek music, and especially the scales or 
Octave serles gave rise to many conflicting views, we had better 
not draw any furtber conclusions. 

The basic scale of present Indian music is a scale starting with 
с and corresponding to the European c major: 


sa r ga ma pa dba ni 
cdef g a b 


This scale no longer corresponds to the ancient Indian basic scale 
or 5а-втата. Just asin the European history of music the ecclesiasti- 
cal modes of the middle ages no longer correspond to the ancient 


COMMENTARY III 


Greek octave series of the same name, because authors from 
late-antiquity, such as Boetius and Cassiodorus, incorrectly inter- 
preted the ancient Greek scales, in the same way, in Indian history 
of music misconceptions arose with regard to the sa-grama, because 
experts of musical theory from the middle ages, as, for instance, 
Ramamatya (the author of the Svaramelakalanidhi, who lived 
during the reign of Akbar (1556-1605); сі. R. Simon, Zur Chrono- 
logie der indischen Musikliteratur, in: Z.LI. 2 (1923), p. 164) did 
not understand the system of Bharata. 

According to Prem Lata Sharma, The ancient gràma system 
and its distortion in the medieval times, in: J.M.A.M. vol 32 
(1961), p. 105 "The concept of Grama somehow or other fell into 
oblivion since the time of Sangita Ratnakara...”. It is interesting 
to notice that already SarmSR. contains a c-scale. It is the scale 
starting with cywta sadja (d—or transposed: c), which might be 
derived from Sàrügadeva's description of the changed (vikría) notes 
(cf. SarhSR. т, 3, 39-45; comm. Datt. 16, pp. 119 and 120), and 
which resembles the modern Indian basic scale, called Bilāvala: 


sadharana vikrta sadharana суша kaifika  vikrta kaisika 
ог Cyuta 
sadja rsabha gàndhàára madhyama paficama dhaivata nisada 


а- е f+ g— а- b c+ 
2 4 3 2 4 4 3 
transposed: 
с а е ; f E a b 
4 3 2 4 4 3 


If we compare this c-scale with the ancient sa-grama, it is just as 
if each note has changed its place in such a way that the note sa 
is placed at the beginning of the four érutis. It is quite understand- 
able that later authors were led astray and placed the notes of 
the basic scale at the beginning of the éruti-numbers, ie. on the 
Ist, 5th, 8th, roth, r4th, 18th and 21th śruti. With regard to this 
interpretation Prajñanananda, Sahgitasára-samgraha of Sri Ghana- 
syamadasa, Calcutta 1956, Introduction, p. 24, states: This ancient 
system devised by Bharata was prevalent up to 17th-18th century. 
But the Eastern and Western writers and interpreters committed 
a mistake by placing the svarasthanas on the microtones т, 5, 8, 
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Io, 14, 18, 2x". Cf. also Bake, Proefschrift, p. 7 “...at a certain 
period of history, a basic change has taken place. Much misunder- 
standing has been created, as people started explaining old rules 
according to modern conceptions. The old method was to place 
the notes at the end of the composing $rutis, whereas the modern 
system, just as with us, is, to place the notes at the beginning of 
the interval’. The same author, o.c., p. 8, explains this change of 
interpretation as follows: "... in old times the scale was thought 
to be descending, sa, ni, dha, pa, ma, ga, ri, while, on the contrary, 
the modern scale is, like ours, ascending”. 

Husmann, о.с., p. 140, opines that Arabian influence, or even 
European influence, may have caused the change of the Indian 
basic scale. Thakur, o.c., p. 148, however, does not accept the idea 
of Persian or Arabian influence on the frettening of the Indian vinà. 

This author does not even accept the idea of change with regard 
to the procedure of fixation of the vinà frets. According to him 
(cf рр. 150 f.) it is possible to fix on the present Indian Kinnarī 
Vina (ie. a special kind of заи) Bharata's sa- and magràma, 
because the tuning of the strings of the vinà (the author does not 
clearly distinguish between stick-zither-vinàás and special kinds of 
sitars, which are also called -vind, as for instance the kinuari-vina) 
has not changed during many centuries (о.с., p. 145). This scholar 
states that the only correct method, according to which Bharata's 
words paficamena Suddhasadja (cf. BhN. 28, 34, Bombay ed) 
should be interpreted, is, to consider the second note, іе. paficama 
of the main string (mandra madhyama) of the vina to be the sadja 
of Bharata's sa-gràma (о.с., p. 145). He calls attention to the fact 
that the note madhyama of Bharata’s sa-grama, which is called 
indispensable (andsim) by Bharata and other ancient authors (cf. 
BhN. 28, 36, Bombay ей.; 28, 73, Baroda ed.; Datt. 20; MBrh. 251, 
р. 68, L 13 = BBN. 28, 73), is according to this method fixed to 
the same place as the present sadja. With regard to the indispens- 
ableness of the ancient madhyama Thakur, o.c., p. 145, 4, Says: 
"We know that a note can become inexcludable and indispensable 
only when it is taken as sadja and it is true that excluding the 
Karnatak system the Hindu and Muslim artists of all other parts 
of India have been using this very madhyama of the sadjagrama 
as sadja in their actual practice from the hoary past”. In fact, the 
present Indian basic scale (ie. the c-scale) starts from this sadja. 
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If the fixation of the frets is obtained by using the intervals 
of Bharatas sa-gràma (according to my opinion an incorrect 
method, since modern Indian sitars, such as the Анина на used 
by Thakur, are not tuned according to the ancient 22 Sruti-system 
with its intervals of two, three and four $rutis) опе might produce 
on the mandra madhyama string on the ра-, dha-, and the other 
frets the notes of the sa-gràma, on the sa-, ri-, and other frets the 
notes of Thakur’s so-called "fuddha or natural scale", and on the 
second string, mandra sadja, which is tuned to the lower octave 
of the sadja (= ma andsin) of the mandra madhyama string, on 
the same frets, the notes of a scale, which resembles the sa-grama, 
although its intervals look as if they had moved up one place. 

Thakur’s method of reconstructing the ancient sa-grama and 
fuddha or natural scale will be illustrated by the following sketch. 
The European names of the notes do not represent absolute 
pitches, but are merely chosen to avoid sharp and flat notes as 
much as possible. 


Mandra Ma c =ni Mandra Sa —g 
ре d = sa Ti +a 
dha е =n ga b 
(ni) f = ga нА c 
пі f = апі ga| Bharata's 
5а 4 = тпа sa-gráma pa d' 
(anásin) 
п a’ =pa = ба dh et! 
ga b = = Ti ni + f? 
Thakur's ma с" = ni -ра sa- E 
Suddha or Bbharata's 
natural pa d” = sa —ma | ma-grama п -+a 
- dha-l- e" = ri = gat. b 
(ni) Р = таң- c 
ni fe” =ant. ра = dha | 
sa = ma = n pa d 


Th akur ос .,p. 153, explains the difference between the sa-grama 


and the so-c alkd $wddha or natural scale as follows: “In fact the 
8 
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purpose of the guddha (natural) scale in practice and the theoretical 
grāma is different. The natural scale is a self-evident fact, while 
grama is purely a scientific and theoretical construction for the 
understanding and fulfilment of the following purposes:—Theo- 
retical classification, demonstration of fine $ruti intervals and 
ascertainment of their measurement and establishment of the 
mutual consonance of árutis on the basis of the consonance sa-pa 
and sa-ma inherent in the notes’. Cf. comm. Datt. 18, vidm and 
атта din. 

According to Thakur, o.c., p. 147 it is not possible to reconstruct 
the sa-gràma by taking the note sadja of the empty string mandra 
sadja as starting point of the sa-grama, a procedure applied by 
Ramamatya and others. 

With regard to the ancient ma-grama Thakur, o.c, p. 154, 
obviously referring to BhN. 28, 36 (Bombay ed., p. 305 and p. 306, 
ll. 1-3; cf. Ghosh, Transl. II, p. 11, ch. 28, 33 fj), states: “The 
location of madhyama-grama оп vind which is obtainable only 
through sam jfi bheda (change in nomenclature), 15 implied in what 
bas been said by Bharata while describing the mutual relationship 
between smáürchaná and рата”. According to this method the 
note paficama is lowered and the interval paficama is reduced 
from 4 to 3 $rutis without changing the tuning of the strings as is 
done in Bharata's experiment with the two harp-vinàs (cf. BhN. 
28, 26, Bombay ed.) By this samjñabheda the svaras pa, dha, ni 
etc. of the sa-grama respectively become sa, ri, ga, etc. of the ma- 
grama, gandhara of the sa-gràma being raised to antara gandhara 
(сі. comm. Datt. 16, antara suara) to become dha of the ma-grama. 

In the opinion of Prem Lata Sharma (о.с., p. ros f.) the decline 
of the grama-system in later times was due to багпрадеуа 5 
negligence and later authors were not able to fix the sa-grama on 
the vinà, because Sürngadeva had not described the method of 
samjfüábheda. The authors of the Middle Ages considered their 
practical scale, whatever it might have been, to be the sa-gràma 
of Bharata's system. According to Prem Lata Sharma, o.c., p. 106, 
this identification is а misconception, since "neither of the two 
gràmas was originally intended to represent the suddha notes". 

Prem Lata Sharma, o.c., p. 107 says that another misunder- 
standing arose, when authors of the 18th and 19th century 
—the compilators of Samgita Sàra—realizing the discrepancy 
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between the ancient theory (Bharata’s gráma-system) and musical 
practice (practical or suddha scale), stated that not the sa-gráma, 
but the тара Bilàvala was the practical basic scale (suddha scale). 
With regard to this change of basic scale She, о.с., p. 107, says: 
TT another wrong Notion gradually crept in and that was that 
the traditional sadjagráma was replaced by the Bilàvala scale 
through some foreign influence on the music of North, East and 
West of India’. In this respect she holds the same view as her 
teacher Thakur (о.с., p. 155): "Hence to maintain that sadjagrama 
was itself the śuddha scale of the ancients and that it was replaced 
by Sankarabharana or Bilàvala is at once erroneous. Really 
speaking беге has been no break in our practical tradition: right 
from the ancient times to this day our practical natural scale 
has had an unbroken relationship with the two gràmas'. So 
according to these two scholars the practical or suddha scale did 
not change in the course of time and the present Indian basic 
scale, Bilavala, is similar to the ancient suddha scale. 

Prem Lata Sharma, o.c., p. 108, although not mentioning any 
source, contends that in ancient Tamil music the Harikambhoji 
mela ог Khamaj that (c d e f g a b’), which resembles the 
Bilavala Raga, was the śuddha scale. With regard to these two 
тара she, o.c., p. 109, gives the following instructions: "When this 
madhyama of sadjagràma is taken as the starting point, in other 
words, when the mürchanà of sadjagrama is constructed, the 
Harikambhoji scale is obtained. This scale is different from Bilàvala 
or Samkarabharana only in respect of nisáda. The requisite nisada 
of Bilàvala can be obtained by taking the antara-gàndhàra of 
sadjagráma". Although I cannot deny that the Harikambhoji 
and the Bilávala ràgas resemble the ma-scale (m#rchana) of the 
sa-gràma with regard to their intervals, I consider her argument 
a simplification of the problem because she derives a Тара directly 
from a grama, whilst omitting all its stages of development such 
as |8485, mürchanás, bbásàs, etc., which are historically connected 
with a particular raga. The raga Bilavala (= velavaii), for instance, 
is not only connected with the naisddi jati (сі. comm. Datt. 67, 
рр. 249-253), which has asvakranta, the ga-scak, as its mürchaná, 
but also with the gāndhāyī and the sadjakazstki jatis. 

I doubt whether the method applied by Thakur and Sharma 
to fix to a kinnari vind, the notes of the ancient sadja- and madhya- 
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magrama, and of a so-called Suddha scale, used in musical practice, is 
right. I raise objection to the following points: 

т. Thakur's interpretation of райсатепа $uddhasadjà (cf. BhN. 
28, 34, Bombay ed.) These words of Bharata lead Thakur to the 
supposition that рапсата (the lower octave of paficama of his 
so-called Suddha scale) is called Suddhasad a, because in his opinion 
it indicates the sadja of the sa-grama. In the context of BhN, 
however, paficama is a note of the sa-grama, from which the 
mürchanà (a particular scale; cf. comm. Datt. 21-29) $uddhasad jā 
starts. Similarly the note sadja of the та-ртатпа is said to be the 
starting point of the mürchana $uddhamadhyama . I do not under- 
stand why Suddhasadja and Suddhamadhyama should indicate 
notes of the sa-grama. If these names do refer to notes, we had 
better take them as notes representing the sadja and madhyama 
of a Suddha scale. In this way a different $uddha scale might be 
reconstructed (cf. comm. Datt. 21-29, p. 138). 

2. The reconstruction of the ancient suddha scale. Thakur takes 
Bharata's indispensable or imperishable (andsin) madhyama as the 
starting note of his $wddha scale. According to ВАМ. 28, 721 
(Bombay ed.; Ghosh, Transl. П, p. 18) madhyama is the note 
which should never be left out in a jati (ie. mode). Madhyama 
of sa- and magrama should never be left out of hexatonic or 
pentatonic series of notes (#4 na; cf. comm. Datt. 20, andsin). This 
imperishableness of madhyama may be due to the fact that it was 
the most important note, prathama, of the Vedic scale (cf. NarS. 
I, 5, IÍ.; сі. also comm. Datt. то, svara, p. 96). If one wants to 
regard this note as the starting point of a scale, it should not be 
taken as the starting note of an ascending scale as Thakur's suddha 
scale, containing the notes: sa,risga,ma,pa,dha,(ni),sa or g a b 
c d e (f) g (relative pitch), but as the starting note of a descending 
scale as the Vedic scale, containing the notes: prathama, dvitiya, 
trtiya, caturtha, mandra, atisvara and krusta or g,f,e4d,c,b;a. 

3. The kinnar? vind, used by Thakur to demonstrate the scales. 
If this Rinnari vind, which is an instrument of the class of long 
neck lutes (sta), has the same tuning as a normal sitar, I do not 
understand, why its frets should indicate intervals of four, three 
or two $rutis, since on modern Indian sitars the frets indicate 
tones and semitones according to the equal temperament. 

4. Thakur’s statement that the tuning of the strings did not 
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change іп the course of time. Although the tuning of the main 
strings (Le. sa and ma string) of vinàs and sitárs did not change 
r. СЕСЕ is incorrect to assume that the tuning 

ШЫ ^hange since the time of the ancient gráma 
system. Sarngadeva’s 212 pini vind may already have been tuned 
їп this way the gràma system, however, dates from earlier times 
ie. the time of BhN. At that time stick-zithers (vind) and long 
neck lutes (star) did not exist. The stringed instruments used in 
musical practice were arched harps (citrd and vipañcī vind) or pear 
shaped lutes (ie. the so-called short lutes; kacchapi vind). The 
arched harp was an instrument with empty strings. With regard 
to the short lute, we do not know, whether it was played with 
empty strings, or with strings shortened by means of frets or 
without frets. The tuning of these ancient instruments, which 
belong to quite different classes of stringed instruments, is not 
comparable to the tuning of the relatively modern stick-zithers 
(ina) and long neck lutes (sitar). 

Instead of searching for one universal $uddha scale, which did 
not change in the course of time, we had better be aware of the 
change of tone-systems during the centuries. If we want to study 
the historical development of the ragas and read the гара descrip- 
tions of a certain author, we should know, how this author inter- 
prets, whether correctly or incorrectly, the sadjagrama, and on 
which scale his descriptions are based. For instance: Lochana Kavi 
(+ xx62 A.D.), the author of the Raga Tarangini, considered the 
Кары тара (c d e f g a bh ie. Kharaharapriya of Karnatic 
music) to be the sadjagráma and the suddha scale (сі. 5. Каша- 
nathan, Swarasthanas and their nomenclature, in: J.M.A.M. 30 
(1959), p. 65). Ramámatya (+ 1550), the author of the Svaramelaka- 
lanidhi, identified the sa-gráma with the Mukhari raga (c dh e" 
or d f g a’ bt or a; ie. Kanakangi) (сі Ramanathan, o.c., 
р. 68). The influence of Ramamatya’s system, which was followed 
by later authors, is still found in the modern Indian system: The 
South Indian $uddha notes, sa, $uddha ri, Suddha ga, $uddha ma, 
pa, Suddha dha, $uddha ni (cf. comparative table of notes, comm. 
Datt. 16, p. 124), correspond to Ramamatyds sa-grama (ie 


Mukhari). 


12. паїта samáírayah, read: naira samsayah. 
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16. kàkali nisáda; antara gandhara or antara svara. 

Kakali nisida and antara gandhara (= antara svara) are the 
first accidentals (in this case sharp notes) of ancient Indian music, 
Какан nisáda is obtained by raising (wikarsama) the note nisáda 
and by taking away (wkrs-) two $rutis from the next note, sadja, 
Cf. BhN. 28, 36 (Bombay ed.): tatra dutsrutiprakarssanan nisádaván 
kd kalisamjsio nisadah, na sadjah, "In this case nisdda, and not 
sadja is called kakali, when шада. takes two $rutis [from sadja]’. 
Cf. SàmSR. т, 4, 17; NarSM. r, т, 73; KuSR. 2, т, r, 201. Similarly 
gandhara is changed into antara gandhàra by taking two $rutis 
from madhyama. 

Kakali is defined SarnSR. І, 5, 2f.: sīdhā ranah ká'ah hi bhavet 
sad janisádayoh || 2 || sadháranyam atas tasya yat tat sádhàranam 
viduh |, “Кака! is overlapping (cf. comm. Datt. 46-47, 5а dhárana) 
of sadja and шада (2) Because it overlaps [two intervals] it is 
regarded as sadhàrana'. 

Antarasvara or antaragàndhàra is defined SarnSR. т, 5, 3: 
апіатаѕуйфл gamayor evam sádháranam matam || 3 ||, "In the same 
way antara [svara] has the function of overlapping ga and ma (3)”. 

The application of kàkali and antarasvara (the accidentals c 
sharp and f sharp) is discussed SarnSR. r, 5, 4-6: prayojyau sad jam 
uccarya kå kalidhawvatau kramat | evam | madhyamam uccarya 
фғауиялиатағатзабһан || 4 || sadjaká kalinau yadvoccarya sad jam 
punar vrajet | tatpara nyatamam caivam madhyamam cantarasvaram 
| 5 || фғауи)уа madhyamo gra hyas tatparányatamo а và | alpa- 
prayogah sarvatra kakali cántarasvarah || 6 |, "Having produced 
sadja, one has to practise Какан (c sharp) and dhaivata (b) in 
correct order. In the same way one should practice antara (f sharp) 
and rsabha (e) after having produced madhyama (g) (4) After 
having produced sadja (d) and kakali (c sharp) however, one 
should repeat баба. Having produced madhyama (g) and antara 
(f sharp), either of them following the above mentioned [svaras] (5), 
one has to take madhyama. Or rather, either of them, kakali and 
antara svara, following the above mentioned [svaras] is rarely 
(alpa = rare; alpatva = rareness is one of the то laksanas ог 
characteristics of the jatis, cf. comm. Datt. 55-61; esp. 59) used 
anywhere (6). Judging from Sarngadeva's description, kakali and 
antara svara appear to be alternating or passing notes. Sarngadeva 
may have borrowed his theory of krama (regular order of the 
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svaras) and alpatva (rareness of the svaras) from BhN. 28, 37 
(Bombay ed.): antarasuwasamyogo nityam Grohisamérayah | kāryah 
svalpaviSesena ndvaroht” hadácana ll 37 ||, “The transitional note 
(antarasvara) should always relate to the ascending scale (4 vohin) 
and be made specially weakened (alpa), but it should never be 
in the descending scale (avarohiny"' (Ghosh, Transl. II, p. 14, ch. 
25, 36) In this case Sàrügadeva's krama means the ascending 
( roin) order of svaras, 

NarS. 1, 4, 6 and 9 mentions kákali and antarasvara as special 
features of his gramaragas: yadi pancamo viramate gàndháras 
ca ntarasvaro bhavati | rsabho misádasahitas tam файсатат odrsa 
(? = odava?) vidyat || 6 ||, “If райсата (a) is absent, gandhara 
(f) is the antarasvara (f sharp), rsabha is combined with 
nisáda, one obtains the pentatonic (odava = audava) paficama- 
mode (6)”; antarasvarasamyuktd kákalir yatra drsyale | tam tu 
sadharitam vi d y dt...||9 ||, “If kakali together with antarasvara 
appears, one obtains the sadhàrita-mode (9)’. 

SarmSR, т, 3, 39-45 explaining the twelve svaras, the position 
(avastha) of which can be changed (viria), describes the phenomena 
Ей kalitva, sádhárama, antaratva and kaisika as follows: ta eva 
vikytava sthà dvàdasa pratipadita'h || 39 || cyuto 'cyuto dvidhà sadjo 
dwi$rutir vikio bhavet | sádháane kakalitve misa dasya са drsyate 
| 40 || sédhárane Srutim саййт rsabhah samSrito yada | catuh- 
Srutitvam a@yati tadatko vikrto bhavet || дт || sádhá rane trisrutih sydd 
antavatve catuhsrutth | gamdhára it; tadbhedau атан nilisankena 
kirtitau || 42 || madhyamah sadjavad dvuedha 'ntarasadharanasrayat | 
jaficamo madhyamagra me trisrutih kaisike punah || 43 || madhya- 
masya 3%шіт prapya catuhsrutir th duidha | dhatvato madhyama- 
grame vikriah зуас catuhsruith || 44 || kaisike Еа kalitve ca nisadas 
tricatuhsrutih | prāpnoti vikriau bhedau dvav їй duadasa smrtah || 
45 ||, "The twelve [intervals] the position of which is changed, 
are explained (39). In two ways, fallen and not fallen, 1S the sadja 
of two $rutis changed. It is seen in the case of overlapping (sadhara- 
па) and sharpening (kãkalītva) of nisada (40). If rsabha, in the case 
of sádhürana, obtains one $ruti of sadja and enters the form of four 
Srutis , then there is one changed (vikyta) [svara] (41). In case 
of siidharana, gindhara consists of three $rutis, in case of ататаіоа 
of four érutis, Two different forms of it (ie. gandhara) are 
mentioned by Nibsanka (42). In the same way as sadja madhya- 
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ma is twofold, connected with antara and sádhàrana. Paficama 
consists of three órutis in the madhyama grama. In the case of £a; 
fika, however (43) it consists of four $rutis, taking опе íruti 
from madhyama. In this way it is twofold. In the madhya- 
magrama dhaivata consisting of four Srutis is changed (44). In 
case of kaisika nisáda consists of three Srutis, in case of Айға та of 
four Srutis. It attains two different changed forms. So twelve [vikirta 
svaras] are handed down (45)”. Cf. Grosset, Inde, іп: Lavignac, Enc. 
de la Musique, I, p. 288, 289. Identifying the sa-grama with the notes 
d, e, f, g, a, b, c we can derive from Sàrngadeva's description 
of the vikrta (changed) svaras the following two scales: 


kaigika sadharana vikrta sadhàrapa суша kaisika  vikrta 
cyuta 
nisada sadja rsabha gāndhāra madhyama pañcama dhaivata 
ct а- е {+ B — b 
2 4 3 2 4 4 3 
kakali  acyuta Suddha antara acyuta tnśruti | vikrta 
nisáda sadja  rsabha gandhara madhyama райсата  dhaivata 
с? а е ft E а- b 
2 3 4 2 3 4 4 
+ = raising by Ir Sruti суша = fallen 
ut lowering by 1 $ruti acyuta — not fallen 


sharpening, that is raising by 2 érutis 
The first one of these two scales resembles the above mentioned 
(р. 108) reconstruction 2 of the gandhdragrama, 


sa гі ga ma pa dha ni 

243 2 4 4 

bcdefíf g a 
as it has the same proportion of érutis. So we сап transpose this 
scale of Sàrügadeva into а b-scale: 


Sàrn's kaiśika sadharana_  vikrta 


scale; nisada баба rsabha 
ct а- е ft р- a~ b c+ (d-) 
| 2 4 3 2 4 43 2 
transpos.: b c d e f g ab с 
| l————À 
sa-grama 
awam. sl 


modern Indian scale (Bila vala) 


gandharagrama (= dhaivata mürcchana of the sa-grama) 


COMMENTARY I2X 


From this transposition it appears that Sarngadeva changing the 
notes of the sa-grama, at the same time creates a new scale starting 
from cyuta sadja (d— or transposed: c). It may be that this scale 
was the ТЕУІ basic scale having the interval of four érutis between 
sa and ri in contradistinction to the Sa-grama, which had this 
interval between ni (c) and sa (d). 

In the sixteenth century the number of vikrta svaras was reduced 
to seven. Both Ramamatya (the author of the Svaramelakalanidhi, 
composed in 1550) and Somanátha (the author of the Ràgavi- 
bodha, composed in 1609) regarded only seven from Sàrügadeva's 
wkría svaras as real wikria svaras. The other five vikrta svaras 
are, according to these authors, "merely other names for five of 
the suddha svaras” (Powers, o.c., p. 31). SomRV. т, 25, states: 
dvadasavikrià n Dürve vadanti tatra іш prthakprihag dhvanitah | 
saptaiva syur bhinná na файса yadi те samadhvanayah, "Formerly 
they mentioned twelve vikrías. From these, seven are different 
as to their pitch difference. Five are not different, since they are, 
in my opinion, of the same pitch [as the śuddha svaras]'. In his 
own commentary (p. 21) on this verse Somanatha mentions the 
following seven vikrta svaras: cyutah sadja ekah, iri$rutir gandharo 
dvttiyah, catuhárutir gandharas trityah, cyuto madhyamas caturthak, 
trisrutih pancamah файсатаћ, trisrutir nisadah sasthah, catuhsrutss ca 
nisádah saptamas ceti, “Cyuta (fallen) sadja (4-) the first, gandhara 
of three érutis (Sarngadeva's sddharana gandhara —f*) the 
second, gandhara of four $rutis (Sarngadeva’s antara gandhara 
= f sharp) the third, fallen madhyama (= g—)the fourth, рапсата 
of three érutis (= а-) the fifth, nisada of three srutis (Sarigadeva's 
haisika піѕада = c+) the sixth, and nisada of four érutis (Sarn- 
gadeva’s kakali nisida = с sharp) the seventh". From the next 
line of Somandtha’s commentary (p. 21) asmin mate tv eia eva 
mrdusasadha ranantiaram, rdumamydupakaistktka halinamano bhavanit, 
“Тт this conception the names аге: mrdu (soft) sa, sadharana, 
antara, mrdu та, туйи pa, katśika and Rákal", it appears that 
Somanatha calls the vikría svaras in the same way as Sarngadeva, 
except mydu sa, mrdu та, and туйи pa. In his commentary (pp. 211.) 
Somanatha also mentions the other five svaras of Sarigadeva's 
system: acyutasadjah, caiwhérutirsabhah, асушо madhyamah, 
madhyamagrame madhyamániyasrutigrhni tacatulisruhh pasicamah, 
tatraiva catuhsrutir dhaivatas сей, “Асуша (not fallen) sadja (d), 
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rsabha of four árutis (e), acyuta madhyama (g) in the madhyama 
grama a райсата of four $rutis (a—) is obtained by means of the 
last éruti of madhyama, and in the same grama a dhaivata of four 
érutis (b)". On p. 22 Somanatha explains why these five svaras 
are no real vikría svaras: yaddhetor ime "nantarohtá h samah sud- 
dhasadjadibhis tulyo dhvanir gdm te, "For this reason they are 
called ‘not different’, because their pitch (or sound, Zhvani) is the 
same as and equal to suddha sadja etc.’. We can agree with C. Kun- 
han Raja, Intr. to the Rágavibodha of S., p. XXVI, who explains 
the difference of the two vikría systems as follows:" The difference 
between the twelve vikría svara scheme and the seven  vikría 
svara, scheme lies in what is meant by the term svara. In the twelve 
vikria svara scheme, а svara is the interval and in the seven ә а 
svara scheme, it is a point or a position". King Tulaja, the author 
of the Sangitasaramrta, continues the system of seven vikrta sva- 
ras stating (p. 14): ato 'cyutasad jacatuhsruttkarsabha cyutamadhya- 
macatuhsrultibasficamacatuhsrutidhaivatá h panca bt  wkriáh Зийаһе- 
bhyah sadjarsabhamadhyamapan camadhaivatebhyo natiricyanta 18 
sapiaiva шна, te са Suddhath saha caturdasa bhavantits vaktum 
yuktam tts cet, satyam, “The five viria [svaras]: суша sadja, rsabha 
of four $rutis, асуша madhyama, paficama of four $rutis, dhaivata 
of four $rutis, do not surpass (that 15: do not differ from) the $uddha 
[svaras]: за а, rsabha. madhyama, paficama and dhaivata. So 
there are seven vikitas. These including the s$wddhas number 
fourteen. If one insists that it is suitable to speak in this way, 
it is right". 

Powers, o.c, р. 3r, comparing the old system of Ramamatya 
with the modern system saying: "Five of Ramamatya’s vikría 
svaras correspond to the ша svaras of the present day—the 
remaining two are extra varieties of E and B. In connection with 
these two, he points out later (in the fourth chapter) that the two 
varieties each of E (probably sddhdrana ga and antara ga) are 
sometimes regarded as the same note; likewise the two varieties 
of B (probably kaistka ni and kákali пі)”. In respect of the suddha 
svaras Powers concludes on p. 6, that the suddha notes described 
by Катата?уа in ch. Ії, pp. 33-37 of his book (Svaramelakala- 
nidhi) "correspond to the notes of the first scale in modern South 
Indian scale system —C, Db (= D flat), Epp (= E double flat), 
F, С, Ар, Врр, C." From tables I and II on p. rz, on wbich the 
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sixteen svaras of the South Indian system are put together by 
Powers, it appears that “four of the vikyta svaras are simply 
‘enharmonic’ names for four other икта (it may be the author 
тїеать: two other vikyta and two Suddha) svaras, so that actually 
the sixteen svaras occupy only twelve svarasthdnas” (р. 8-9), or, 


otherwise, tla t the modern South Indian octave contains twelve 
semitones, viz.: 


ба. = С 

Suddha ri = D flat 

catuh$ruti ri = D =Suddha ga = E double flat 
sat$ruti ri = D sharp = sádhárana ga = E flat 
antara ga = E 

$uddha ma = F (natural) 

prati ma = F sharp 

ра = G (natural) 

Suddha dha = A flat 

catuhéruti dha = А =éuddha пі = B double flat 
satsruti dha = A sharp = kaisika ni = В flat 
kakali ni = B 


In this scheme “the second svara (ri) in its cafuhfruti form is on 
the same svarasthdna (ie. has the same pitch) as the third svara 
(ga) in its $uddha form" (Powers, o.c., p. 31), but I doubt whether 
this process is used by Ramamatya, as Powers states, when he says 
(р. 31): “... thus d (mistakenly called by him (sc. Ramaméatya) 
pancasrutt rsabha) and epp (Suddha gàndhàra) are equated”. 
In my opinion the expression paficasruti rsabha is not a mistake of 
Кататаќуа, but is really in accordance with the old system accord- 
ing to which suddha rsabha was of three $rutis, $uddha ga ndhára 
of two $rutis, and according to which a new form of rsabha, that 
was of the same pitch as $swddha ga ndhàra, could only be called 
фаяса5уий (= of five $rutis) The difficulties which arose, when 
Ramamatya tried to describe the new scale of twelve semitones 
using the terminology of the old treatises, are due to a lowering 
of some svaras by decreasing the intervals of three $rutis (3 — 2) 
and increasing the intervals of one $ruti (1— 2) How the old 
system of 22 érutis or mikro-tones turned into a system of 24 
quarter tones or 12 semitones, is illustrated by the following 
comparative table of notes. 
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Modern Indian Scale Old Indian Scale 
s 0| 658 |8 . 15 8 
2 : d ° g Ф Ы 
Б T- б. B di 9 ur 9 t 8 Š 
[| Ө | © ad kl pt > О d E Е 
a ors зај а | © B š 
Я н 2 
gest 87-45 Fee Š S | © H 
пошо Чие бм BS ы Е CE. 
MEG ë əм, ° < O ч ul "3 EE 
à 2 - о P. o e. a ы 8 т S 9 
5 5 я . = w — . Ф g 9.2 | 
2983 | Bob | Peg] Ps БЕ! SS] mue 
noma | ЕШ masma |z 25 o8 
sa sa с а а Suddha sa 
2 3 
Suddha ri vikrta or db ер е Suddha гі 
komala гі 2 2 
catuh$rutiri |catuh$ruti |d=ebb |e-fb f Suddha ga 
=Suddha ga | or tivra ri 2 I 
satéruti ri sat$ruti ri, |df=eb je#=f {+ sadharana 
=sadharana | vikrta or 2 I ga 
ga komala ga 
antara ga tivra ga e fs ft antara ga 
2 2 
$uddha ma Suddha ma |f g g Suddha ma 
2 3 
prati ma tivra ma ít gt a— | trifruti pa 
2 І = cyuta- 
ралсата 
та 
ра ра g a a Suddha pa 
2 3 
Suddha dha | komala dhal ap bb b Suddha dha 
2 2 
catuhsruti бута dha ог | a=bbb | b=cb C $uddha ni 
dha= Suddha ni 2 I 
Suddha ni 
satšruti dha satšruti dha | а-ы» Ы--с ct kaiSka ni 
=kaisika ni | ог komala ni 2 I 
kakali ni tivra ni b ci cë kákali ni 
2 2 
(sa) (sa) с (4) (d) | (Suddha sa) 


————————MÉÉÁl 


17. anaméatva. As kakali ni and antara ga, being passing or 
alternating notes, are characterized by their rareness (alpatva), 
they cannot be dominant (amSa), because the main characteristic 
of the dominant (assa) is its prevalence (bahutva), which is contrary 
to rareness (alpatva). The rareness of kakali ni and antara ga is 


COMMENTARY 125 


discussed comm. Datt. 16. For amsa, apatva and bahutva see the 
ten characteristics of the jati, comm. Datt. 55-61. 


In this verse Dattila obviously refers to BhN. 28 Baroda 
ed., p. 32, ll. 6-9). x 


18-19. và dh, samvadin, anuvádin and vivadin. These f our 
terms indicating the relation of the notes resemble the terms 
conson ant and dissonant of European musical theory. Vàádin, 
samvadin, vivddin and anuvddin, however,—in contradistinction 
to the terms consonant and dissonant of European music, which 
refer to melodic and harmonic intervals—only refer to melodic 
interVals, ie. intervals between subsequent notes, because Indian 
music is melodic and not harmonic. 

vàdin. BhN. 28, 24 (Bombay ed.) defines vádin as follows: 
tatra yo yatra msah sa tatra vadi |, "That which is an атќа note 
anywhere, will in this connection be called there sonant (vddiny’ 
(Ghosh, Transl. II, p. 5, ch. 28, 22). MBrh. 64, p. 13, L x5 comparing 
vadin, samvadin, anuvadin and vivádin with four classes of people 
in political life—svdmin or king, amatya or minister, parijana or 
servant and $aír4 or enemy—calls vadin sva тиха, that is "like a 
king". In the same way TulSS. p. 16, ll. 2-4 calls the vadin "king" 
(raja), the samvádin “chief minister" (saciva) and the vadin 
"servant or minister" (Dhriya) SšrñSR, r, 3, 50 defines vddin— 
just like MBrh.—as "king" (raja), but 1, 3, 48 Sarngadeva gives 
a more exact definition: vad? tu prayoge bahulah svarah, “Уайт is 
the note that is frequently used [in a melody]". Cf. SomRV. I, 37. 
The importance of the 22229 note is also mentioned by Tulaja, TulSS. 
3, P. I5, 1 r3: ganaprayoge grahanyásádibhedena punah punar 
¿uartyama natvam vadilaksanam |, “A characteristic mark of vàdin 
is its being frequently used in the practise of songs, in con tra- 
distinction to the initial note (graha) and the final note (уйга), 
еіс”. Cf. also PargSS. 2, 6 who calls vadin and amša suragata, 
“coming from the gods” and jivasvara, “svara of Ше". Сі. also 
bahutva, comm. on Datt. 59. In connection with the above mentioned 
texts. Bake, Proefschrift, p. 9 seems to be right in saying the 
қ | elodic centre of the melody’. The difference 
between vadin and améa, terms that ате compared іп BhN. 28, 


24 (see above) and by Ghosh, Transl. П, p. 19, note (76-78): com- 


menting: “This amša has been rightly compared to the Governing 


sonant note is the m 
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note or the key-note of the western music. It is also called 9444 
(sonant) note and is the basis of the melodic structure of a song 
(gita)", lies in the fact that the amśa, although being of the same 
meaning as vádin, belongs to another classification, that is to say, 
the classification of the ten characteristics of the jati. Cf. amsa, 
comm. on Datt. 57. How the vadsn resembles the ama, is illustrated 
by the words of MBrh. 64, p. 13, ll 17-21: nanu vadanádikam 
gra mdharmah katham аға тапат sura mam sambhavati | satyam 
“Мат | vadanam hi патата pratipadakatvam vivaksitam, na 
vacanam iti | kim tat pratipddayats | ra gasya va айат janayati | 
trikeca (read: trikam са) vadinah svara h saptaiva | sa ca vady amSavat 
dagavidho boddhavyah |, "How does the sounding, etc., the special 
mark of living beings, fall to the share of inanimate notes? It is 
right. The term vadana (sounding) is meant here as an act of produc- 
ing, not as a voice. What does it produce ? It produces the essence 
of тара The seven notes may be svadim three times. The vádin 
may be considered, like the assa, in ten ways". СІ. comm. Datt. 
57, ат%а. TulSS. р. 15, ll. 9-10 describes the function of the тайт 
as follows: vadanád vadi | vadanam nama та gapratipadakatvam, 
"Vadin exists by its vadana. The term тайата [means] the act of 
producing the ғара” (ie. beauty; emotion or sentiment; but also 
the melody or melodic pattern in which beauty and emotion or 
sentiment are worked out). 

samvadin. BhN. 28, 23 (Baroda ed.) defines samvdadin: 
yayo$ ca navakatrayodasakam aniaram tau anyonyam затта dinau | 
tad yatha—sadjapancamau, rsabhadhawatau ра піла ramsadavantau 
sadjamadhyama' v iti sadjagrame | madhyamagra me Фу evam eva | 
сайтара(Я(ататағЛ,ат pañ camarsabhayo$ сайа samvaddah | atra 
Slokah —samvádo madhyamagrame paiicamasyarsabhasya ca | 
байларға те іш sadjasya samvádah файсатаѕуа са || 23 ||, “Those 
two notes which are at an interval of nine or thirteen árutis from 
each other are mutually consonant ер. sadja and madhyama, 
ба а and райсата, rsabha and dhaivata, gāndbāra and шада 
in the sadja gráma. Such is the case in the madhyama grama, 
except that sadja and paficama are not consonant while райсатпа 
and rsabha are so. On these there is a traditional $loka: 23. In the 
madhyama gràma, райсата and rsabha are consonant while sadja 
and pafcama are so in the sadja grama only" (Ghosh, Transl. П, 
р. 5f., ch. 28, 22 f.). MBrh. 64, p. 14 follows Bharata in his definition 
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a r а : punah sama$rulikatve sati trayodasanava n- 
of 13 or 9 [$rutis] while Consonants are recognized by an interval 

, е the $rutis are equal”. Compare also SarnSR. 
т, 3, 48-49; KuSR. 2, x, 214; SomRV. т, 37 and TulSS. p. 15, L 14. 
Sàrngadeva takes the intervals between sasmvád:n notes for intervals 
of 12 and 8 $rutis, since he does not count the upper гий on which 
the upper note of two Samuaain notes stands, a method followed by 
later authors. According to Prem Lata Sharma, Sangitaraja by 
Maharana Kumbha, Vol. 1, Introduction, p. 122, there is по 
contradiction in these two methods. Cf. also Bake, Proefschrift, 
p. 9. The samuadin theory is indispensable in an exact determination 
of the sadja and madhyama grama. According to Bharata and 
other ancient Indian authors there are two kinds of consonants, 
viz. consonants of r3 $rutis and consonants of o $rutis, which 
according to the European musical theory respectively are perfect 
fifths and perfect fourths. It should, however, be borne in mind, 
that there is а great difference between the modern European fifth 
of equal temperament and Bharata's fifth of x3 $rutis. The first 
is a fifth of 700 cents (according to the method of calculation, 
invented by А. J. Ellis, alias Sharpe, Who divided the semitone of 
equal temperament into 100 equal parts or cents, so that the octave 
contains 1200 cents, the fifth of equal temperament is 7/12 of the 
octave or 700 cents; cf. А. J. Ellis, Tonometrical Observations on 
Existing Non-harmonic scales, in: Proceedings of the Royal 
Society, 1884), whereas Bharata's fifth of 13 Srutis is 13/22 рагі of 
the octave or 709 cents. We had better compare Bharata's fifth 
with the Pythagorean fifth or fifth of the harmonic series, which 
is 702 cents. 

The sadja gráma or d-scale, contains four consonants, viz. the 
fourth sa - ша (d- g) and the fifths sa - ра (d- а), ri- dha (e- b) 
and ра-пі (f-c). The madhyama grama contains the same conso- 
nants as the sadja gráma except the fifth sa- pa (a- e), which in 
contradistinction to the fifth sa -pa (d-a) of the sadja grama is 
not consonant, and the fifth ра -ri (e-b), which is consonant, 
whereas the fifth pa - ri (a - е) of the sadja grama is not consonant. 
If one considers the ma-gràma to be an a-scale with an f sharp 
(= antara gandhara of the sa-grama), one finds that the ma-grama 
is characterized by two subsequent fifths of 13 $rutis, viz. pa - ri 
(e-b) and ri- dha (5-1), while the sa-gràma has a fifth pa-ri 
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(a-e) of x2 Srutis, followed by a fifth ri-dha (e-b) of 13 Šrutis. 
The classical samvadin theory of fifths and fourths, together with 
the description of the number of $rutis of each svara, enables ys 
to distinguish between the sadja and madhyama ртата. Тһе 
та-ғтата (a-b-c-d-e-ff-g) would be а mere transposition of the 
sa-prama (d-e-f-g-a-b-c), if the distribution of the Srutis and the 
consonants would not be different in the two systems. 

The application of the samvád:in in the mode (722) is explained 
by MBrh. 64, p. 14, ll. 6-16: samuddiprayogo уаіћа - yasmin рге 
yo 'msatvena parikalpitah sadjas tasya sthane madhyamah kriyamano 
ғағайа na bhavet | yasmin sthàne murchandusan madhyamah 
prayuktah asmin sthane kriyama nah sadjo jatiragaha na bhavet | 
sadjapascamayoh sthane paiicamasadjau prayujyamdnau јан- 
vagahantkarau na bhavatah | evam rsabhadhaivatayoh shane dhai- 
vatarsabhau prayujyamanau jatirágavindSakarau па bhavatah | 
evam ра ndháranisadayoh sthane nisddaga'ndharau | kakubhasya (the 
conjecture rsabhasya is not necessary) dhatvatamSatvena revagup- 
tasya (the conjecture dhaivatasya is not necessary) rsabhámsatvena 
tadubhayara ga janyáds carsabhajater rsabhamSaparigrahat paraspara- 
sambaddhau ca prayujyamanau лайға gavina Sakarau па bhavatah |, 
“The application of samvadin is like this: If in а song madhyama 
is used instead of sadja, which is fixed by its position of dominant, 
there is no destruction of the ғара (cf. comm. Datt. 18-19, vadin, 
etc., p. 126 and 48, 748 and raga). If sadja is used, where madhyama 
is employed according to the mérchand, there is no destruction 
of the ғара in the mode (32/7). If paficama and ба а are used 
instead of sadja and paficama they do not cause a destruction of 
the ғаға. In the same way, when dhaivata and rsabha are used 
instead of rsabha and dhaivata, they do not cause a destruction 
of the ғат іп the mode. In the same way nisada and gandhara 
instead of gandhara and шада. When both [ri and dha], which 
are related to each other, because they take the dominant rsabha 
from the arsabhi jàti (which has ni, ri and dha as dominants; 
сі. Datt. 65 and MBrh. 203), which is the birthplace of both ragas— 
of kakubha (a grtirága, which has dha as dominant; cf. MBrh. 354. 
P. roo, ll 6f.) by the dominant function ої dhaivata, and of 
revagupta (a gittrdga, which has ri as dominant; cf. MBrh. 359, 
р. 102, ll. 74) by the dominant function of rsabha—are used, they 
do not cause a destruction of the rag in the mode (jati)”. SomRV. 
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p. 28, 1. 6f., commenting upon r, 37 


of the samvadin notes іп the mode b also explains the practice 


i ut he onl s 
where Mataüga speaks of jati and яйға у speaks of raga, 


тӛл; anuvadin. ВМ. 28, 25 (Bombay ed.) briefly defines anu- 
vddin:... anuvadandd anuvaditi, “... as it follows ( 
ee < another note) 
it is called assonant’ (Ghosh, Transl, II, р. 7, Ш ro f., ch. 28, 23) 
See up all the notes with anuvadin relation, viz.: “Rsabha, 
gandhara, dhaivata, and nisdda to sadja; madhyama, STADA 
and пва ба to rsabha; and madhyama, paficama and dhaivata 
to gandhara; dhaivata, рапсата and тада to madhyama; 
dhaivata and nisada to райсаша; rsabha, paficama and madhyama 
to dhaivata. (All these are) in the sadja grama. In the madhyama 
gràma too, paficama, dhaivata and nisáda (are assonant) to ma- 
dhyama, rsabha, sadja and gàndhàra to райсаша; sadja, rsabha 
and gandhara to dhaivata; the same (sadja, rsabha and gandhara) 
to nisáda" (Ghosh, Transl. II, pp. 6f., ch. 28, 23). 

From ВАМ. 28, 24 (Baroda ed., IV, p. 15, ll. 8%); vádisamváds- 
vivddisu sthafitesu $505 iv anuvadinah, amwvádisamjfakáh Fox 
Strangways, о.с., p. 108, concludes: “Атиой is the name for all 
other relations which are пої widt, samvádi and әй 5”. But what 
should we think of the following intervals occurring in the summary 
of anuvadin notes: ni- ma (0 $rutis) ri-dha (13 $rutis) in the 
sa-gràma, and ni - ma (9 rutis), ri - pa (g Srutis), ri - dha (13 $rutis), 
ga-ni (r3 $rutis) іп the ma-gràma? These intervals of 9 and 13 
śrutis, especially the intervals ri-dha in both gramas and ri- pa 
in the ma-gráma mentioned by Bharata himself (BhN. 28, 23, 
Baroda ed.) as samvádin relations, must be samudden notes accord- 
ing to Bharata's theory. So we should neither exclude the anuvadin 
notes from being consonants or dissonants nor call them like Fox 
Strangways, o.c, р. 353, "imperfect consonance’ Ме ach 
compare the anuvddin with the әйт and consider the anwvádin 
to bea''subordinate" note, in the sa me way as the 94018 1s con- 
sidered to be the “main” note. Cf. Gk/AB. 2, 75 quoting e qe. 
the author of Sangta Sudhakara (+ 117 5): yatrányasmm — 
vafyam so ‘nuvddi svarah тув "И there 15 girs É. . 
another [svard, the svara is traditionally amine. Ch ао 
SarnSR. r, 3, 51 nrhimitghusaritvad anuvadi іш b byt yava a = 
its state of obedience of a kingsmimter н € a th 
vant", that is; "Due to its subordiance to the vàdw note І 
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anuvddin is subordinate’. As in politics the minister can replace 
the king, so in music the anuvddin note can take the place of the 
vadin note. Cf. MBrh. 64, p. 15, ll. 4-10, explaining: anwva diprayogo 
yatha —adjasthane rsabhah ү: sabhasthane sadjah prayujyama nah 
suri pam bhajan јайта баһа na bhavate | файсатазуа sthane dhai- 
vatah prayujyamano dhaivatasya stha'ne pancamah prayujyamano 
vdgaha па bhavet | sadjasthane dhaivaiah фғауиууата то dhaivata- 
sthane sadjah prayujyamano játiragavina sakaro па bhavati | pañ- 
camasthane rsabha prayujyamanah rsabhasthane pancamah prayu- 
jyamano jatira gaha па bhavet |, "The application of апша т is 
as follows: If ri is used instead of sa and sa instead of гі dividing 
its form (function) there is no destruction of the 702 in the mode 
(344), If dha is used instead of ра and pa instead of dha there is 
no destruction of the raga. If dha is used instead of sa and sa instead 
of dha, it does not cause a destruction of the ға in the mode. 
If riis used instead of pa and pa instead of ri, there is no destruction 
of the тара in the mode”. 

Since the samvadin note can also replace the vddin or améa, 
as appears from MBrh. 64, p. 14, ll. 6-16, there must be some 
difference between the anuuvddin and the samvád:in, Tulaja, ex- 
plaining TulSS. p. 15. ll. ro f. samvadin: samvadanat samvadi | sam- 
vadanam nama vadtsvarajamtara gagataranjakatvanirva hakatvam |, 
“The samvādin exists by its samvadana. The term samvadana 
[means] the accomplishment of the beauty that is іп the raga 
(melody, melodic pattern) caused by the védin note’, determines 
TulSS. p. 15, П. x2 f. the anuvadin as follows: anwvadanad anuvadi | 
anuvadanam пата vádisamvadisampáditaraktyanukülatvam, “Тһе 
атша (іп exists by its anuvadana. The term anuvadana means 
supporting the loveliness produced by the vddin and the samvádin'". 
Tulaja probably borrowed from Matanga, who used almost the 
same words in defining the samvadin (MBrh. 64, р. 14, ll. 3 f.) and 
the anuvadin (MBrh. 64, p. x5, ll. 2 f.). 

vivadin. BhN. 28, 25 (Bombay ed.) defines vivddin: vivddinas 
іш уе ібат sydd уйп5айһат antaram | tadyathársabhaga паһаған 
dhaivatamisádaw |, “The notes being at an interval of (two or) 
twenty $rutis are dissonant eg. rsabha and gāndhāra, dhaivata 
and nisada” (Ghosh, Transl. IL, р. 6, ch. 28, 23). MBrh. p. 15, 
И. rr Ё determines the interval between vividim notes as an 
Interval of two Srutis. SamSR. т, 3, 49 speaks of the vivddin 
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relation of ni- dha and ga-ri, without mentioning the number of 
$rutis of these intervals. From the above quoted texts we may guess 
that both the minor second (ri-ga = е-{ and dha-ni — b-c) 
and the major seventh (ga-ri = f-e and ni-dha = c-b) were 
vivadin or dissonant. Cf. also KuSR. 2, I, 215; SomRV. 1, 38; 
TulSS. p. 15, l. 15. It is remarkable that augmented fourth, major 
second and minor seventh were not considered dissonant, as in 
European classical music theory, but anuvddin ог assonant. The 
essence of vívádin is, that it does not develop the rag in contra- 
distinction to the vddin, the Samvadin and the anwvádin. СЕ 
MBrh. 63, p. 15, D. 121. vad yadibhih svarair yad rágasya vàditvam 
samváditoam anuvaditvam pra Бат, tadvinüsakatvam тата vid- 
азат, "If that of raga, which is accomplished Бу the notes vadin, 
etc. as the essence of vddin, samvádin and anuvadin, is destroyed, 
it is called the essence of vivádin". TulSS. p. 15, ll. тїї. probably 
borrows from MBrh, when he says: vivadanam тата vidya di- 
svarotpa ditaraktivinasakatvam, "The term vivadana means destruc- 
tion of the loveliness produced by vddin and the other notes". 


20. апабіп. In the hexatonic and pentatonic fanas, which are 
groups of 5 or 6 notes (see comm. Datt. 30-41, fda) there are а 
few notes, which should neVer be left out, viz. dhaivata in the 
sadja grama, paficama in the madhyama gràma and madhyama 
in both gràmas. The notes which can be left out, are summed up 
in Datt. 32, 34 and 35) The imperishableness of madhyama is also 
discussed by MBrh. 251, p. 68, ll. x1-14, who quotes BhN. 28, 72-73 
(Bombay ed.; Ghosh, Transl. Vol. II, p. 72, ch. 28, 72-73). In this 
text it is related to the practice of the Saman singers, to whom this 
note—prathama or first note—was imperishable too. Even in the 
vind playing this note was important; сі. BhN. 28, 36 (Bombay 
ed.) р. 306, 1 15: madhyamasvarena tu vastena murchananirdeso 
bhavaty ana “ті, “The mu rchand is indicated by the madhyama 
note of the vind, because it is constant" (Ghosh, Transl. Vol. II, 
p. 12, ch. 28, 34). 


21-29. mür(c)chanà. Since Bharata does not define the term 
mu rchaná, we have to study the works of authors who lived after 
Dattila to find a description of this word. MBrh. 94, p. 22, ll 1-4 
defines mürchaná as follows: méirchana—vyutpaitil—miircha moha- 


samucchra yayoh, mürchate yena тар т ти rchanety abhisaminita | 
drohandvarohanakramena svarasaplakam || 94 |l, “Mtirchana.— 
Etymslogy: mtircha (swoon, stupor) is used in the meanings moha 
(delusion, error) and in samucchra ya (increase). That is called 
mu rchana, by which the raga increases. It is an octave (saPtaka), in 
regular order, ascending and descending. SàrnSR. r, 4, 9 follows 
Matanga, saying: Ағатай svaranam saptà пат arohasca varohanam | 
murcchanety uc y ate... ‘The ascent and descent of the seven notes 
in regular order, this is called mércchanda’. These lines are quoted 
by TulSS. p. 18, ll. ro and rx. From these quotations it becomes 
clear, that the murcchand is something more than a mere scale, 
because it causes the increase of ға ga, a quality that is also ascribed 
to the jatt (see MBrh. 195, р. 55, П. 22-р. 56, 1 x: athavá sakalasya 
ragader janmahetutva j jataya зи |, “Or rather [they are] jatis because 
of their being the cause of the origin of the entire ғара еіс). 
Bake, Proefschrift, pp. то f. opines that 4... muérchand is a 
notion akin to our conception of mode". He seems to agree with 
Fox Strangways' view of the услана. Cf. Fox Strangways, o.c., 
p. 106. The murchand, however, should not be called ‘mode’, a 
term we had better reserve for the 740, because mércchand lacks 
the features, which are characteristic for a mode, like the ten 
characteristics of the 321, viz. the initial note (graha), dominant 
(amsa), final note (туа а), etc. (see comm. Datt. 55-57: Ghosh, 
Transl II, p. 18 f. ch. 28, 74). Bake, Proefschrift, p. xr, is quite 
right in comparing the ms илана with “the Greek and ecclesiastical 
modes", although the problem is not yet solved whether the Greek 
octave species of the oúcmnua cTÉAeov ре оу were modes or not. 
R. P. Winnington-Ingram, Mode in Ancient Greek Music, Cam- 
bridge 1936, p. 21, states that “...it is only the seven species as 
they stand in the Greater Perfect System that can be regarded as 
the heirs of the ápuovíu'' conceding, however, that “...it is 
unsafe to infer too much from the orderly form in which they 
present themselves to us'. According to Winnington-Ingram and 
J. F. Mountford, "Music", in: The Oxford Classical Dictionary, 
P- 597, col. 2, the relation of the octave species and the old modes, 
the &puovízt, which were called, like the octave species, Dorian, 
Phrygian, etc. and which were supposed by authors like Plato 
(Republic 398 e and 399; Laches 188d), Aristoteles, Politics viii, 7, 
1342b and Euripides (Bacchae 58, 159; Iphigenia Aulica 577; 
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Troades 544) to have special ethic qualities, is not quite clear. In 
contradistinction to Winnington-Ingram and Mountford, M. 
Shirlaw, The music and tone-systems of Ancient Greece, in: 
М. &L. Vol. 32, по. 2 (April 1951), р. 137-139, argues that Plato's 
poylar correspond with the тбуо, keys or transposition scales, 
because “they exhibit the same ascending order in pitch’, whereas 
the octave species were arranged in descending order. Whether the 
Greek octave species developed from the appoviat or not, it is 
remarkable that they were derived from the Greater Perfect 
System in descending order, that is to say in the same order as the 
Indian mw rcchanás were derived from the two gramas. The theory 
of the Ethics of the ápuovíat, exposed by Plato and other classical 
Greek authors, is comparable to the Indian rasa theory (see BhN. 
29, I-I5, Bombay ed.; 29, 1-16, Baroda ed.; MBrh. 195, P. 55, 
ll. 21-22), according to which every 74% (mode) had its own senti- 
ment The тйғссһапй5, however, like the Greek octave species, 
Were not connected with with special ethic qualities. 

NarS. т, 2, 4 and 9 mentions 21 mürcchanás, which can be 
derived from the three gramas. The seven so-called mürcchanàs 
of the gods (devandm), viz. nàndi, visalà, sumukhi, citra, citravati, 
sukha, balàya, enumerated Nár$. т, 2, 9, are the miircchanas of 
the gandhdragrama, mentioned by SamSR. r, 4, 25-26 and by 
NàrSM. r, т, 95. (Balàyà, however, is called 4/4)4 by both SarnSR. 
and NarSM.). The seven mürcchanàs of the Fathers (jéfrmám) 
viz. аруауіші, vi$vabhrtà, сапага, hema, karpadini, maitri, barhati 
(= cindramasi of SamSR.), called by NarS. т, 2, 10, аге the 
mürcchanüs of the madhyamagrama, mentioned by SàrüSR. т, 
4, 24-25. The seven mürcchanás called by NarS. 1, 2, 13 the mürc- 
chanás of the seers (irsinám) are arranged by Bharata in a different 
way. Of Nàrada's mürcchanàs of the seers, called (NarS. т, 2, 14) 
laukika or common mürcchanás, five, viz. uttaramandra, abhirud- 
gata, абуактапій, uttariyatà and rajani are in Bharata's system 
mürcchanüs of the sa-grama; two of Narada s mürcchanas of the 
seers, viz. sauvirà and hrsyaka, are in Bharata's system mircchanas 
of the ma-gràma. Cf. ВАМ. 28, 27-28 and 28, 31 (Baroda ed.). One 
more difference is, that Bharata, deriving his 14 mürcchanás from 
the two grámas, takes the notes of both gramas which are the 
starting points of the mürcchanas in descending order—that is 
to say, first the mürcchaná on sadja, then the mürcchanás оп ni, 
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dha, etc. in the sa-grama and the miircchana on ma as the first 
mürcchanà in the ma-grama, followed by the mürcchanàs оп ga, 
ri, etc. —, whereas №15, І, 2, 1x takes them in ascending order, 
saying: sadje tuttaramandra уай rsabhe са blurudgata | a$vakra ntá 
іш gándháre tryd mürcchaná smrta || xx || madhyame khalu sauvira 
hysyaka райсате svare | dhaivate саф vijfieyá mürcchaná Шаға yatà 
|| x2 || 7252422 rajanim vidyád rsinam sapta mw rechanah |, "Uttara- 
mandra stands оп ба а, abhirudgata on rsabha, a$vakrantà on 
gandhara is traditionally the third mürcchanà (тт). Sauvirà оп 
madhyama, hrsyaka on the note paficama, the uttarayata mürccha- 
па known on dhaivata (12). From nisada one knows rajani. These 
ате the seven mürcchanàs of the seers”. According to NarS. т, 2, 
ІЗ wpajivant gandharvà devandm зара mw rcchanáh, “Тһе Gan- 
dharvas practise the seven miircchanas of the gods", whilst, according 
to NarS. 1, 2, 14, pitindm mu тоһатар зара tatha yaksá na sam- 
sayah, “The Yaksas [practise] the seven mürcchanas of the Fathers", 
As to the mürcchanàs of the seers, however, NarS. т, 2, 14 states: 
тат mürcchana h sapta yas tv ima laukikah smriáh, “Тһе seven 
mürcchanas of the seers are traditionally used in common practice." 
SarhSR. т, 4, 20-22 associates the miircchands with the gods 
(devatás) saying: yaksaraksonáradáb jabhavanágásvibásinah || 20 ||, 
байларға me тйтссһапапат dah syur devatah kramat| brahme- 
ndrava yugandharvasiddhadruhinabhanavah || zx || syur ima madhya- 
тарға mamurcchanadevatah kramát, "Y aksa (= Kubera) Raksas 
(a class of demons), Ünarada (= Ganesa), Abjabhava (lotus-born, 
said of Brahma), Мара (Serpent-demon), Agvin, and Paéin (= 
Varuna) (20), these are, in correct order, the gods of the miircchands 
in the sadjagrdma. Brahma, Indra, Vayu, Gandharva (= Visva- 
vasu), Siddha (а deva-gandharva), Druhina (= Visnu) and Bhanava 
(the sun) (21). These are in correct order the gods of the mürcchanàs 
in the madhyamagràma', 

Dattila's description of the mürcchaniàs of the sadjagrama 
(22-23) and the madhyamagràma (24-25) corresponds with Bharata’s 
description (sa-gráma-mürcchanàs: BhN. 28, 27-30, Baroda ed.; 
ma-grama-murcchanas: BhN. 28, 31-32, Baroda ed.). Neither 
author mentions the mürcchanás of the gandharagrama. This 
tradition is continued by Matanga (MBrh. 96-101) and Kumbha 
(KuSR. 2, т, т, 316-319). SamSR., however, describing 1, 4, 10 
the mürcchanàs of the Sa-grama and т, 4, ІІ the mürcchanàs of 
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the ma-grama, also records (I, 4, 25-26) the mürcchanàs of the 
ga-grama, according to N arada, the author of the § ња, whom 
he quotes (SaaSR. т, 4, 22). The author of NarSM. too mentions 
the sa-gràma-mürcchanàs (I, I, 90-92), the ma-gTrama-murchanas 
(I, I, 93-94), as well as the §a-grama-miircchands (I ,1, 05%). 
Ав SàrnSR. т, 4, 25-26 is a parallel passage of Nar SM ут, 9% 6, 
the problem arises as to which of the texts is authentic andwhich 
one is а quotation. 

The arrangement of the notes in the I4 mürcchanàs of the sa- 
and the ma-gráma, according to Bharata, Dattila, Matanga, 
Narada (of the SM) and Sarngadeva can be explained as follows: 


sadjagrama-mu rcchanàs 
names Starting point European notes 
uttaramandra sa d-e-f-g-a-b-c 
rajani ni c-d-e-f-g-a-b 
uttarayata dha b-c-d-e-f-g-a 
Suddhasadja pa a-b-c-d-e-f-g 
matsarikrta ma g-a-b-c-d-e-f 
aSvakranta ga Í-g-a-b-c-d-e 
abhirudgatà ri e-f-g-a-b-c-d 
madhyamagrama-mu rcchanás 
NAMES starting point European notes 
sauviri ma E-a -b-c-d-e-f 
harinaáívà ga Í-g-a"-b-c-d-e 
kalopanatà п e-f-g-a'-b-c-d 
Suddhamadhya sa d-e-f-g-a"-b-c 
margavi ni C-d-e-f-g-a"-b 
pauravi dha b-c-d-e-f-g-a* 
hrsyaka pa a™-b-c-d-e-f-g 


For a survey of other systems, including the system of miircchands 
in the Gitalamkàra, cf. Daniélou, Le Gitalamkara, рр. 215 ff. 
MBrh. 95, p. 22, ll. 6-11, classifies the mürcchanàs as follows: 
sã са mürcchaná йолала saptasvaramircchana ауа dasasvara- 
murcchaná сей | tatra saptasvaramürcchaná caturvidhà pirna sadaba 
audubità sadharana ceti | tatra saptabhth svarair ya giyate sd urna | 
sadbhih svarair ya giyate sa sadabd | paticabhih svarair ya g yate sa 
auclubità | kd kalyair antarasvaraty ya giyate sa sadharana |, "The 
mnürcchanás are of two kinds, viz. mürcchanas of seven notes and 
mürcchanàs of twelve notes. The mürcchanàs of seven notes are 
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of four classes: complete, hexatonic, pentatonic and overlapping. 
Those, which are sung with seven notes, are complete; those, which 
are sung with six notes are hexatonic; those, which are sung with 
five notes, are pentatonic; those, which are sung with the notes 
kákali [ni] (с sharp) and antara [ga] (f sharp) are overlapping". 
Cf. BhN. 28, 34 (Bombay ed.); Ghosh, Transl. II, p. 10, ch. 28, 32, 
The miurcchands of twelve notes, which are only described by 
Matanga, are disapproved of by Kumbha (cf. KuSR. 2, I, 1, 352 f.). 
MBrh. 96, p. 23, Ш. 1-7, mentioning all the notes of any of the 
complete (samfurna) sadja- and madhyamagrama mürcchanàs, 
illustrates his detailed description with diagrams (mandala). Cf. 
KuSR. I, pp. 100 ff. 

KuSR. 2, x, т, 319 f. informs us about the placing of the mürc- 
сһапав in the registers (sthana): atradhasthanisadd der алатан 
mandrasaptake || 319 || ndrabhyd murcchands tadvat tárasad ad ya- 
bhavatah | na tdrasaptake tah syur madhyasaptakatas tv imah 
|| 320 ||, “In the low (mandra) octave the mürcchanás cannot be 
obtained, because, in this case, the lower (іе. the lowest notes of 
а murcchana) піѕада, etc., do not exist. Similarly, the mürcchanas 
of the high (tara) sadja, etc. do not exist in the high (ara) octave, 
but [only] those in the middle (madhya) octave". Cf. also MBrh. 
X18, p. 29, ll. 6 and 18. 

Since it is impossible to place the notes of all mürcchanàs in 
one register or octave, the middle register obviously only contains 
part of the notes of the 14 mürcchanàs, ie. the mürcchanàs of 
the sadja- and madhyama grama. Only in case of the mürcchaná 
which starts from the middle sadja and reaches as far as the middle 
nisàda are all the notes situated іп the middle octave or register. 
This is the sadja рташа mürcchanà uttaramandrā, which may also 
be regarded as the madhyama grama mürcchanà sawiri. 

KuSR. 2, I, I, 324-327 explains the position of the mürcchanàs 
as follows: madhyasthanasthitat sadjad àrabhyottaramandrikà || 324 || 
mt rcchaná Sadjasambhiita tan nisáde samáfyate | evam mandra- 
жада ауа rajant тйғссһапа matā |1 325 || madhyadhaivataparyan- 
‘ат evam anya api kramát | mandradharddharasthanasvarad árabhya 
mürcchana h | 326 | madhyddharadharasthanasvaraparyaniam īritāhl, 

[The mürcchana] uttaramandrikā, starting from the sadja, 
situated in the middle register (324), the mūrcchanā, which 
Springs from sadja, ends on the nisada of it (ie. of the middle 
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register). Similarly, the miircchana rajani, which has the nisdda 
of the low [register] as starting note is considered (325) [to reach] 
as far as dh ауаға of the middle [register], In the same way also 
the other murcchanas, іп due order, are said to start each time from 
a lower note in the low register (326) and [to reach] each time as far 
as a lower note in the middle register’, 

The name uttaramandrā may indicate the position of the starting 
note of this first mürcchanà: “higher талага”, just one note 
above the low (mandra) register. Rajani, the name of the mürcchaná 
on ni, is translated by Daniélou (cf. A. Daniélou and N. R. Bhatt, 
Textes des Purana sur la théorie musicale, I, Pondichéry 1959, 
р. 33) as "sombre" and by Monier-Williams, p. 863, col. a, as "the 
coloured or dark one, the night"; uttardyatā, the miircchand on 
dha, "étendue-vers-le-haut" (Daniélou, o.c., p. 33); suddhasad WG, 
the name of the mürcchanà on pa (of the sa-grama), if translated 
as “whose sadja is pure, genuine", starts а new problem, viz. the 
existence of a Suddha-scale, consisting of Suddha notes (see below); 
matsarikriá, the тайгссһапа on ma, "envieuse" (Daniélou, o.c., 
р. 33), probably connected with matsara-, matsarin-, “exhilarating, 
intoxicating” (Monier-Williams, р. 776, col 2); asvakvania, the 
mürcchanà on ga, ' pas du cheval" (Daniélou, o.c., p. 33); abhirud- 
gata, the mürcchanà on ri “ауапсалі, ou partie-vers-le-haut" 
(Daniélou, p. 33). The names of the mürcchanàs of the ma-grama 
can be translated as follows: sauvirs, the mürcchanà on ma, "gamme 
de Sauvira", Sauvira being "une peuplade vivant dans la vallée 
de l'Indus" (Daniélou, o.c., p. 31); harinásvà, the miircchana on 
ga, "peut signifier “celui qui chevauche un cerf" c'est-à-dire Vayu, 
le dieu du vent. Le sens peut étre aussi "le cheval vert" (га ег 
“tawny” instead of "green") ce qui semble plus indiqué puisque 
Indra, dont les cheveaux sont verts, est considéré comme la 
divinité de cette gamme" (Daniélou, o.c., р. 31, n. 3); &alopanata, 
the mürcchaná on ri, “babile ou mélodieuse” (Daniélou, o.c., P. 31); 
kala-upanata, “whose melodic line is soft” is more to the point; 
fuddhamadhya , the тағссһала on sa, “whose madhya{ma} is pure, 
genuine" is connected with the same problem as $uddhasadjà of 
the sa-gráma. | 

If suddha sadja standing оп pa (the note a) is the first note of a 
&uddha scale, the $uddha madhyama standing on sa (the note d) 
may be the fourth note of this Suddha scale. If we reconstruct the 
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éyddha scale, without using kakah ni and antara ga, the following 
scale starting on the pa (a-note) of the sa-grama results: 


noies — $rults s$uddha svaras of svaras of Sdmaveda 
svaras sa-grama 
a sa pa krusta or saptama 
b 2 ri dha atisvarya or sastha* 
с ga ni mandra or paficama * 
d 4 ma sa caturtha 
e 2 pa п ігНуа 
f dha ga dvitiya 
Е 4 пі ma prathama 
o ^ (krusta) ** 


* Іп NarS. т, 5, 2 sastha = ni and райсатпа = dha; 

** In N&rS. т, 7, r and з krusta is mentioned before prathama, occurring 
in the highest register. 
This scale looks like the old Samaveda-scale, mentioned in Nàr$. 
I, 5, 1-2 (except the notes b and c, dha and ni of the ѕа-ртата, 
which are put in reversed order), which although being a descending 
scale starting on р or prathama (= the ma of the sa-grama) had 
the same compass as the S$uddha scale. Our reconstruction of the 
Suddha scale seems to be in accordance with SarnSR. 6, 252-255 
describing the fingering of the dlapini vina’:... ауаз іш daksindat 
panes catvaro vamatah svarah || 252 | ity «Шат kaiscid dca ryair 
apare tv anyatha jaguh | madhyamo muktayd tantrya tar janyád ya- 
яршШғауа? |253 || za masyánámtkávarjyas trayah syuh файсата- 
dayah | muktatantryátha sadjah sydd rsabhas tar janibhavah || 254 || 
ga ndhàro madhyamángulyá.., "Three notes (are played] with the 
right hand, four with the left (252). In this way it is told by some 
teachers. Others speak in another way. Madhyama [is produced] 
by the open string. With three fingers, the index and the other 
fingers (253) of the left hand, except the ring-finger paficama and 
the other notes (— dha and ni). By the open string sadja is [produ- 
ced, | rsabha with the index (254). Gandhara by the middle finger..." 
Since this dldpini vind is furnished with frets (see SarnSR. 6, 247: 
sdrikas) the positions of the fingers on both strings is identical. 
So the number of érutis of the notes on both strings must be equal. 
Our suddha scale fulfils these requirements entirely. See the 
diagram оп p. 130. 

Margavt or margi (mandi in Datt. 25), the miircchana оп ni, is 
translated by Daniélou, o.c., р. 31 as "gamme du cerf ou de la 
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musique sacrée”; márgavi may be connected with mar gaviya, 
mentioned by Monier-Williams, p. 812, col. 3 as the name of a 
saman in ArsB.; pauravi, the mürcchanà on dha, "gamme des 
cith:ins ( Daniélou, o.c., p. зі); pauravi may derive from paurava 
mentioned by Monier-Williams, p. 651, col. 2 as “a descendant 
of Puru" and as "the name of a people in the north or north-east 
of India; hysyaka, the mürcchanà on pa, “joyeuse” (Daniélou, ` 
o.c., p. 3I, n. 5). | 


left hand: index middle finger little finger 
ma pa dha ni 
Open String = d | е Ї Е 
В ЕЮ------------ 
$rutis 3 2 4 
. F—ə—, , O  R—ƏÜ[SC  —.T.IIT 
open string = a b c (4) * 
ѕа гі ga (ma) 
right hand: index middle finger 


* (The higher octave starting from d’ is also played with the right hand. 
Cf. SarnSR. 6, 2 55:...dakstnendtha vdadanam |arohendvarohena saptaka- 
dvitiye bhavet, ''Playing in the second octave is with the right hand ascending 
and descending”). 


26. Explaining the changing of the names of the notes, a procedure 
by which the starting notes of the miircchands of the sa-gréma 
become the starting notes of the mircchanas of the ma-grama, 
Dattila follows BhN. 28, 34 (Baroda ed., p. 26), who says: dvtvidhai- 
va тия rechanasiddluh tatra sadjagra me dvisrubyutkar:sád. dhavvatikyrte 
gandháre mw vcchanágra mayor anyatvam | tad зап madhyamádayo 
yathdsamkhyena nisáditvam pratipadyante | tadvan madhyamagra me 
dhaivatamardavad dvividhyam tulyasrutyantaratuá с са ѕатућапуа- 
шат | madhyamagra me hi catuhsrutikam antara paricamadhaiva- 
tayoh tad gandharotkarsac catuhsrutikam eva bhavati | Sesas сарі 
madhyama paticamadhaivatanisadasad jar; барма msadasadjarssabha- 
ga ndharamadhyamapan’ camatvam. pra pruvant tul-yasrutyantaratudd 
antaranidarganam api Srutinidarsane proktam |, “The same mür- 
chand is produced in two ways. In this connexion, gandhara being 
reduced to dhaivata by an increase of two $rutis in it, the grama 
and the mürchanà become differentiated in the sadja grama, and 
due to that, madhyama and the notes following it, become serially 
reduced to nisida and the notes following it. In the madhyama 
grama too, dhaivata being softened < and nisada being augmented> 
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the two terms are differentiated (Ghosh also translates nisddot- 
harsád... from the Bombay ed.). In case of this grama too there 
being an interval of the same number of Srutis, the difference of 
terms becomes justified. The interval between райсата and 
dhaivata is of four $rutis (insert: "in the madhyama gràma", 
which is not translated by Ghosh) ; similarly due to an increase of 
gandhara, the interval will be of four $rutis. The remaining madhya- 
ma, райсата, dhaivata, nisada, rsabha and sadja (read: sadja 
and rsabha) become reduced serially to madhyama and the notes 
following it (I would rather translate: "... to ni, sa, Ti, ga, ma and 
pa" (піз44азад)а-... -paticamatvam of the Baroda ed.) instead 
of:‘...to madhyama and the notes following it" (madhyamàditvam 
of the Bombay ed.)). This is due to an interval of the same number 
of $rutis. The system of mutual intervals has been explained 
in connexion with the system of $rutis" (Ghosh, Transl. II, p. rz, 
1. 6-22, ch. 28, 33-34). 

In this context the mürcchanas of the ma-grdma can be obtained 
by changing the names of the starting notes of the mircchandas of 
the sa-grama, the number of $rutis of the intervals being the same, 
except the ga (= 1) of the sa-gràma, which has to be sharpened 
(to f sharp) to become the dha of 4 5rutis of the ma-grama. The 
arrangement of the notes in the mürcchanàs will be illustrated 
by the following table: 


sa-grama-mircchanàás ma-grüma-mürcchanás 
uttaramandra on ва — d — ma . .Sauvirid e f g a D c 
rajani ОП Пі = c = ga . harināśvāc defi gab 
uttarāyatā оп dha = b = ri kalopanata b c d e ёр a 
Suddhasadja on pa =a = sa Suddhamadhyaa b c d e ft g 
matsariktta onma =g = пі . márgavig a b c d e fs 
a$vakrantà оп ра =f —Íf = dha. pauraviff g a b c d е 
abhirudgatà onri --е--ра... .brsyakie ff g a b c 


The above mentioned ma-grama-miircchands are transpositions of 
Фе ma-grama-murcchanas mentioned оп р. 135. The method of 
deriving the ma-gráma-mürcchanás from the sa-grama by changing 
the names of the svaras as described in Datt. 26 and BhN. 28, 34 
5 probably meant for music practice. It was easier to start the 
ma-grdma from the pa of the sa-grama (this note may be the sa 
of the suddha scale), because we need not lower the string to get 
the a or pa, but simply change the name of the note e or ri 
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(of 3 Srutis) to get the pa of 3 érutis which is characteristic for 
the ma-grama. 


sa-gráma 


L 5 екісі 
Suddha scale: abedefgabed 
ma-grama: 7 ERA 


defga-be 
PRENNE, 
ma-grama 


The f or ga of the ѕа-ртата is sharpened to ff or antara gandhara 
to get the dha of 4 Srutis of the ma-grama. 


28. In the same way as described in comm. Datt. 26 the ma- 
grama-mürcchanas can be reduced to sa-gráma-mürcchanas by 
changing the names of the starting notes. 


29. vai$ika. Kalinda, раат, Hindi anuváda, Hathras 1960, 
P. 34, referring to BhN. 25, xf. (= Bombay and Baroda ed. 23, 
rÍ.), explains оаа as а galant or teacher of courtezans, who 
was well-versed in all the arts, including the art of dancing (жаата), 
singing (gayana) and playing musical instruments (vàdana) СІ. 
also Ghosh, Transl. I, p. 483, ch. 25, І. 


30. tana. 

The hexatonic and pentatonic mürcchanàs are called tanas by 
Dattila, whereas Bharata states, that the tanas depend On the 
mürcchanás, saying BhN. 28, 36 (Bombay ed.): tatra sürcchana - 
samSritd's tānāś caturasitith | tatra-ekona-pancasat sat suara В, pañ- 
catrimsat pan casvarah, “Tanas which depend on miirchanas аге 
eightyfour in number. Among these the hexatonic ones are forty- 
nine, and the pentatonic ones thirtyfive" (Ghosh, Transl. II, 
p. 12, ch. 28, 34). SarmSR. x, 4, 27 defines tana: 14261 syur mir- 
cchanah suddhah sadavauduvitikrta h, “Vanas are pure mürcchanás 
which are made hexatonic and pentatonic”. MBrh. 106, p. 26, 1. 12 
draws a distinction between täna and mürcchand saying: mtircchand- 
vohahramena tayo 'varohakramena bhavatiti bhedah, "The difference 
consists in the ascending order of mürcchanàs and the descending 
order of the tanas”. Неге Matanga seems to contradict himself, 
because he defined the mürcchana in MBrh. 94, р. 22 as rohin 
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(ascending) and avarohin (descending). This contradiction may be 
explained by the fact that we have to understand the tana as a 
group of notes exclusively arranged in descending order, whilst the 
mürcchaná is a group of both ascending and descending notes, 
KuSR. 2, т, 412 defines the Suddhata nas: vists tasvaralopena зайа- 
vauduvitikytah | таГтссһапа eva bhamtah Suddhàs tana mahibh;rtá ||, 
“The mürcchanas made hexatonic and pentatonic due to the absence 
of various notes, are called pure tanas by the king" (probably: 
Kumbhà) DamSD. (= Bake, Proefschrift, p. 29) І, 88-90 explains: 
"By beginning on the first note, of the first mürcchana each can 
become sevenfold when one sings so, that the last but one of the 
previous becomes the last of the series sung, f.i sa re ga ma pa dha 
ni sa, sa re ga ma. pa dha ni, sa re ga ma pa dha etc. (89). These 
varieties are called kramas. Of them there are counted 392. (It is 
not quite clear, how Dàmodara arrives at this number, which 
differs from the number of tànas calculated by other authors. 
If any one of the seven notes of the fourteen mürcchanàs of the two 
gramas is taken as starting point, there are 7 X 14 = 98 tànas, of 
which each might appear in four forms, ie. hexatonic (sadaba), 
pentatonic (audubtta), hexatonic with overlapping notes (sa- 
dharana-sadaba) and pentatonic with overlapping notes (s@dharana- 
audubtta), сі. BhN. 28, 32-33 (Baroda ed.). In this way there 
might be 98 x 4 = 392 $uddha tànas, ie. tanas derived from 
the miircchands). When the mürcchanàs аге suddha, or in а hexa- 
tonic or pentatonic form (до), then these kramas are called other- 
wise Suddha ід nas". Daniélou, Textes des Рагапа, p. 5, calls the 
tanas "les bases-de-modes, ou gammes défectives de cinq ou six 
notes, servant aux sacrifices védiques". For the total number of 
Suddha tánas see comm. Datt. 3r, 33 and 35. 


31. Agnistoma, etc. As the available text of NarS. does not 
contain the names of the $uddha tanas, we have to suppose that 
Dattila quotes another text of the NarS. or another author, who 
was also called Nàrada. NarS. 1, 2, 8 only mentions the number 
of the tanas in the gramas, viz. twenty іп the ma-gràma, fourteen 
in the sa-grama, and fifteen in the ga-gràma. The Vayupurana, 
86, 19-30 (Daniélou, Textes des Purana, I, pp. 40 ff.) exhibiting 
the same number of tanas as Магб. mentions also the names of 
these tanas, viz. Agnistomika, Vàjapeyika, Paundraka, A$vame- 
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dhika, Rajasuya, Bahusuvarnaka, Gosava, Mahavratika, Brahma- 
tana, Prajapatya, Naga- and Yajíia-àéraya, Gotara, Hayakranta, 
Mrgakranta, Visnukranta, Siryakranta, Varenya, Mattakokila- 
vadika, Ujjivaka as the 20 ma-grama-tanas, Prasvapa, Paisaca, 
Jivana, Savitra, Ardhasávitra, Sarvatobhadra, Suvarna, Subhadra, 
Visnu, Visnuvara, Sagara, Vijaya, Hamsa, Jyestha as the 14 
sa-grama-tanas, Tumburupriya Manohara, Adhatrya, Gandhar- 
vanugata, Alambusesta, Nàradapriya, Bhimasenapriya, Nagaranam 
priya, Kalopanitavinata, Srirakhya, Вһаграуаргіуа, Abhiramya, 
бакта, Punya, Punydkara as the 15 ga-grama-tanas, 

Daniélou, о.с., р. 41, п. 2, states: “Les noms attribués aux tana 
dans le Vayupurana sont les noms des sacrifices Védiques dans 
lesquels ils étaient employés" (which is, however, not applicable 
to all tanas) and p. 51, n. т quoting Bharatabhasya (Nanyadeva's 
comm. on the BhN.), p. 92: "Ces tàna sont employés pour le chant 
du Sáàma veda". 

The Visnudharmottara 18, 7-10 (Daniélou, o.c., pp. 122 ff) 
mentions almost the same tana names as the Vayupurana, although 
some tànas are called otherwise. These 49 tanas of the Vayupuràna 
and the Visnudharmottara are the hexatonic tünas mentioned 
BhN. 28, 36 (Bombay ed., p. 306, 1. 4) and Datt. 33. 

MBrh. 106-117 calling the 49 hexatonic tànas by names resem- 
bling the names given in the Puránas, mentions also the names of the 
35 pentatonic tànas, which are referred to BhN. 28, 36 (Bombay ed., 
р. 306, L. 5 ff.) and Datt. 35. He does not merely sum up the names of 
the tanas, but also describes the structure of the notes, telling which 
note(s) is (are) omitted in a special group of tànas. From this des- 
cription of MBrh. 106-117 we can reconstruct the tanas as follows: 


49 hexatonic tànas 


a. 28 tànas of the ѕа-ртата: 
names of the tinas mu rechanas tanas (the omitted note is indicated X) 


Agnistoma on sa ni Ша pa па ga п X 
Atyagnistoma on ni Ша pa ma ga п Х E 
Vajapeya on dha p ma ga n X ш а 
Sodasi no pa ma ga п х ш dha pa 
Pundarika noma ga п x ni dh apa ma 
ASvamedha no ga ri х ш dha ра та ga 
Rajasüya on ri x ni Фа pa ma ga п 


(Hexatonic tànas without sadja. Cf. MBrh. 106-107; бага SR. т, 4, 72-73) 
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names of the tanas  mürcchanás tanas (the omitted note is indicated x) 


Svarasrstihtrd (?) оп sa ni dha pa ma ga X sa 
(SarnSR. 1, 4, 
74: svistakrd) 
Bahusuvarna on ni dha pa ma ga X за пі 
Gosava on dha p ma ga х sa ni dha 
Mahavrata on pa ma ga x ба пі dha ра 
Visvajid on ma ga х sa ni dha pa па 
Bahuyajiia on ga x sa ni dha pa па ga 
(SàrnSR, r, 4, 
74: brahmayajiia) 
Prajapatya on ri sa ni dha ра ma ga x 


(Hexatonic {апаз without rsabha. Cf. MBrh. 107-108; SarnSR. т, 4, 74-75). 


Asvakranta | оп sa 


ni «Ша x па ga п sa 

Rathakranta on ni Ша x ma ga п sa ш 
Visnukranta on dha x па ga п sa ш dha 
Süryakrànta on pa ma ga п sa ni dha x 
Gajakranta on ma ga п sa ш dha x ma 
Valati nàma on ga rn sa ni dh x ша ga 

(ба mSR. т, 4, 76: 

valabhinnaga) 
Vajraka (SamSR. оп ri sa ni dha x па ga п 

I, 4, 76: paksaka) 


(Hexatonic {апаз without райсаша. Cf. MBrh. 108-109: SarnSR. т, 4, 
75-76). 


Caturmasika on sa x dha ma ri sa 
(SarnSR. = ji 
caturmasya) 
Samjiia (Sa .mmSR. оп ni Ша pa ma ga п за х 
samstha "khya) 
astra on dha pa ma ga ri sa x dha 
Ekotthaka(SamSR.on pa ma ga п sa х Фа ра 
ukthaScaturthaka) 
Sautramani on та ea п sa х Ша ра па 
Pitra (SàrnSR. on ga п sa х Фа pa па ga 
citra) 
Udbhidyaga on ri sa x dha pa ma ga ri 
(SarnSR, 
udbhidahvaya) 


(Hexatonic {апаз without nisada. Cf. МВгћ. 109-110: SàrnSR. т, 4, 77-78). 
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b. 2x tànas of the ша-ртаппа: 
names of the tänas тиі rcchanüs tanas (the omitted note is indicated x) 


Sávitri ma ga п X ni dha 

Adyasavitri ga п x i i. 
(SarüSR. п dha pa ma ға 
ardhasavitri) 

Sarvatobhadra ri X пі Ша pa ma ga ri 

-E (Sa ба um SR. Sa ni dha pa ma ga n x 

adityanamayana) 
..(SarnSR ni dha ma п і 
` gavamayananamaka) = = өр 

Sarpoyajana dha ра та гі i 
(SamiSR. = к Be m 
Sarpanamayana) 

Vaikunthavayana pa ша ga п X ш dha 
(SàrnSR. а 
kaunapayana) 


(Hexatonic tanas without sadja; cf. MBrh. тто-ттт; SaraSR. т, 4, 78-79). 


Agnicid ma ga х sa ni Шара ma 
Dvada§a һа ga x sa ni dha pa ma ga 
Upamsu ri sa ш «Ша ра ma ga x 
Soma sa ni dh pa ma ga x sa 
Aśvapratigrāha ni dha pa ma ga x sa пі 
Dvahi (SàrnSR. Ша ра ma ga X sa ni dha 
barhi) 
Abhyudaya pa ma x sa ni «Шара 


Ба 
(Hexatonic tanas without rsabha; cf. MBrh. ігі-і12; SàrnSR. I, 4, 
80-81). 


Sarvasvadaksina ma x nm sa m Ша р ma 
Diksa ga ri sa ш dha р ma xX 
Soma ri sa ni Ша pa ma x п 
Samidha (samjüaka) ^ sa ni Фа pa ma X Пп sa 
Svahakara ni Ша pa ma x r sa ш 
Nina Ша pa ma X п sa ш dha 
Godohana pa ma x rmi sa nmi dha ра 
ara: cf. MBrh. 112-113; SárnSR. I, 4, 


(Hexatonic tànas without gandhara; с 
81-82). 
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35 pentatonic tanas 


а. 21 tanas of the ѕа-ртата: 


names of the tanas mürcchanas (апа (the omitted notes are indicated x) 


Ida(khya) а Ы Шай of Ex OU x 
Purusamedha ni Ша x па ga п X ni 
Syena Ша х ma ga rmn х m «Жа 
Yajiia (SarnSR. ра ша ga п X ш Ша x 
vajra) | 

Тен та ga п x n Ша x ma 
Aügirá ga п x n Ша x ma ға 
Kamsa (— hamsa?; ri x ni Ша x ma ga п 


see Daniélou, Textes des Ршапа, p. 45 d; SarnSR. т, 4, 83: kaüka) 
Pentatonic tanas without sadja and pañcama; сі. MBrh. 113-114; 
àrnSR. I, 4, 83). 


Š 


Agnistoma 
(SarnSR. jyotistoma) 
Darša 


Nadi (SarnSR. 
nandyakhya) 
Piirmamasika 
ASvapratigraha 
Ratn 
Kaubharata 
(SarnSR. saubhara) 


(]Pentatonic tanas without gàndhàra and nisada; cf. MBrh. 114-115; 
SarnSR. І, 4, 84). 


"egY БЕ 
ne 


Saubhágyaka sa ni Ша x ma ga х sa 
Sariri (SarnSR. kàriri) пі dha x ma ga х sa пі 
Sarikrt (SàrnSR. Ша х ma ga x sa nmi Жа 
śāntikrt) 

Pustikrt pa ша ga x sa ni dha X 
Vainateyra ma ga х sa ni dha x ma 
Uccatana ga x sa ni dha x па ga 
Vasikrta ri sa ni dh x ша ga x 


жама tanas without paficama and rsabha; сі. MBrh. 115-116; 
arnSR. r, 4, 85-86). 
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b. 14. Тапа of the та-ртата: 


names of the lanas mürcchnàs (пас (the omitted notes are indicated x) 


ТгаПокуатоһала та а i 

Dhira бағасы. жа а x у E S 5 E D 

їн Сыыр сша ri sa ni X ра ma ga F3 
afikhaptiga (SarnSR. sa ni 
satkhacüda) ^ BOW e x sa 

Gajachaya ni X ра па X sa пі 

Raudra dha pa ma ga я ѕа пі x 

Visnuvikrama pa ma ga x sa ni x pa 

Pentatonic tanas without dhaivata and rsabha; cf MBrh. IIÓ-II7; 
arn5R . r, 4, 87-88). ' 

Bhairava ma x п sa х Ша ра ma 

Kramadaga (SamSR. ра H за X dh pa ma x 
kamadakhya) 

Akista (SarnSR. п ба X Шара ma x r 
avabhrtha) 

Abja Palaka sa x Ша pa ma x п sa 
(SàrnSR. astakapálaka) 

Srstikrd (SàrnSR, ni dha pa ma x п sa x 
svistakrd) 

Varsakantara Ша ра ma x ri sa x dha 
(SarnSR, vasatkàra) 

Raksita pa ma X ri sa х dha ра 


(SarnSR. moksada) 
(Pentatonic (апа without gandhira and шада; cf. MBrh. 117; SamSR. 
I, 4, 89-90). 


Sarngadeva’s ‘readings of the names of the tanas mentioned by 
MBrh. is followed by KuSR., who was the first to enumerate all 
the notes of these pentatonic and hexatonic scales and to illustrate 
the tanas with diagrams. Cf. KuSR. pp. 132-138. This author is 
quite right in arranging the tanas according to the miurcchanas, 
which he puts in descending order, for instance the first miurcchana 
of the sa-gráma, uttaramandra (on sa): ni dha pa ma ga ri sa. 
Compare also MBrh. 96, p. 23 who enumerates all the notes of the 
ascending and descending forms of the miircchanas. MErh. 106, 
р. 25-26, however, gives examples of hexatonic and pentatonic 
tànas, not only in descending, but also in ascending order, although 
he states MBrh. 106, p. 26, 1. 12 that the tanas are descending. 
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31c-d. Datt. зг c-d: compare SarnSR. r, 4, 90 c-d yad yajfi anima 
yas tanas tasya latphalam tsyate, "The offering by the name of 
which the tana is called, from this one [the tana] is considered [to 
have] its effect’. Cf. also KuSR. 2, I, І, 493: yadyajsiasamjfio yas 
tānah sa tasya bhaladá yakah, "The offering by the name of which 
the tana is called, the effect of this one the [tana] is causing”. 


32-33. Cf MBrh. 106, p. 25, ll 3 f.: sadjarsabhaw файсата- 
misádaih sadjagranukah sadavah | sadjarsabhaga паһа тағ hina 
madhyamagrame sádaváh.., "The hexatonic [scales] of the 
sa-gràma are [caused] Бу [the lack of] sa, ri, pa, and ni; the hexatonic 
[scales] in the ma-gràma are without sa, ri, and ga; BhN. 28, 34 
(Baroda ed. p. 27, ll 2-5): laksanam tu satswranam saptavidham 
sadjarsabhamisadapancamahinas catuvadrah sadjagrame | madhyama- 
grame tu sadjarsabhaga ndhárahinás Жауар | evam ete satsvarah 
sarvüsw mürcchanásw kriyamáná bhavanty ekonapancásat tanah |, 
“Тһе hexatonic ones have seven varieties, e.g. four tanas devoid 
of sadja, rsabha, nisáda and райсата in the sadja grama; three 
tanas devoid of sadja, rsabha and gàndhàra in the madhyama 
grama. Thus these being worked in all the mürcchanas (in the two 
gràmas) will give rise to fortynine tanas" (Ghosh, Transl. II, p. 12, 
ch. 28, 33-34. SarmSR. 1, 4, 27-29: sadjagah sapta hinds cet kramat 
sartpasaplamath ||27|| tadd ‘stdvimSatis {айпа madhyame sari- 
ро/ша! | зара kramádyadá tánàh syus tadá iv ekavimsatih || 28 || 
ete catkonapatica sad ubhaye sádavà таа} |, "When the seven 
[tànas] being in the sa-grama are in due order [each] without sa, 
ri, pa and the seventh note (27), then there are 28 tànas; when in 
the ma-gráma the seven tànas are in due order deprived of sa, 
ri and ga, then they are 2r (28) In both gramas the hexatonic 
[scales] are considered to be 49."; TulSS. p. 2r, ll 8-ro: sadja- 
risabhapan camanisadair lind sadjagra me 'stavimáatih. sádavatana h 
sadjahinah зара risabhahináh бара pancamahinah sapta nisada- 
haah за ен |, "In the sa-grama there are 28 hexatonic tànas 
without sa, ri, ра and ni: 7 without sa, 7 without ri, 7 without pa 
and 7 without ni; TulSS. p. 2x, IL x 5-17: madhyamagrame tu sadja- 
risabhaga ndhàrahina ekavimSatis tanah, sadjahindh sapta risabha- 
hinàh sapta gandharahinah sapta сей | ubhaye sa dava уній ekona- 
paricasat |, "In the ma-grama, however, 21 {апаз without sa, ri 
and ga:7 without sa, 7 without ri and 7 without ga. The hexatonic 
[{апаѕ] together in both [gramas] are 49”. 
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33-35. Whilst in the first part of verse 33 the discussion on 
the hexatonic tanas of verse 32 is continued, the last part of verse 
33 anticipates verses 34 and 35 in discussing the pentatonic tanas. 
Cf. BhN. 28, 34 (Baroda ed, P. 27, ll 5-9) pañcasvaranam tu 
фаясатаһат eva. laksanam—sad jagráme sad japan’ camahinah, ársa- 
bhapancamahinah, nisadavad gándhàrahina iti trayah. madhyama- 
grame tu gandháranisádavad dhinah, rsabhadhaivatahina iti dvau | 
evam ele pancasvarah sarvásu ти rcchanásu kriyamanas tanah 
pancatrimsad bhavanti. (The Bombay ed., p. 306, 1. 11-12, adds:) 
sadjagrama chavimSatir madhyamagrame caturdasa, “The penta- 
tonic ones have five varieties e.g. three tanas devoid of sadja and 
paficama, of rsabha and paficama, and of gàndhàra and nisàda in 
the sadja таша, two {апаз devoid of rsabha and dhaivata, and 
of gandhara and nisáda in the madhyama grama. Thus these being 
worked in all, the pentatonic miirchanas { in the two gramas] will 
give rise to thirtyfive tànas, twentyone in the баба gráma and 
fourteen in the madhyama таша” (Ghosh, Transl. II, p. 12, ch. 
33-34); MBrh. 106, p. 25, ll. 10-13: $aficamasad javihino dvisrut'- 
kabhyadm tatha vihīnāś ca paficamarsabhavihinam (?) cauduvitau (?) 
bhavat:. байларға me dhatvatarsabhavihino dvisrutiha bhydm vihine ta 
jfieyá файсатазтағаһауа shana (?) bhavanti khalu тайһуата- 
gráme, “Тһе pentatonic [tàna] in the sa-gràma is without pa and 
sa, without the [svaras] of two $rutis (уі2.: ga and ni) and without 
pa and ri. The [tànas] without dha and ri, and without the [svaras) 
of two $rutis are considered to be the tànas, consisting of five 
svaras, in the та-рташа”; SammSR. т, 4, 29-31: sapabhydm dvi- 
Srutibh yam ca ripabhyàm sapta varjitah || 29 || sadjagrame prthakta- 
nā ekavimíatir auduvah | ridhabhyam dvisrutibhyam са madhya- 
magrümagàs tu te || 30 || Ainads caturdasaiva syuh paficatrimsat 
іш te utah | sarve caturasitih syur тишаһ sidavauduval ll 3x |, 
“There are seven [ійпаѕ) without sa and pa, [seven] without the 
svaras of two érutis, and [seven] without ri and pa (29) Con- 
sidering each tàna, there are twenty-one pentatonic tanas in 
the sa-grima. In the ша-рташа the {апаз without п and dha, 
and without the [svaras] of two Srutis (30) are fourteen {in number]. 
If they are put together, there are thirty-five [pentatonic {апаз} 
All [tanas], both hexatonic and pentatonic, counted up, are eighty- 
four (31)”. Cf. also TulSS, p. 21, l. 18-20; IL 24, 25, 28 and 


29. 
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36. Dattila 36 is quoted by MBrh. 118, p. 29, ll. 8-9 in a slightly 
different version, the first half of the verse being identical, the 
second half being: praveso dhvanisadirSyam asamsparsas іш nigrahah, 
“Penetration (praves‘a) is similarity of pitch (dhvant), taking away 
(nigraha) 15 not touching [the notes]”. Dattila probably follows 
BhN. 28, 34 (Baroda ed., p. 27, ll 10-13): dwtvidhà са tanakriya 
tantryam pravesdn nigrahdc ca. tatra pravesanam madhurasvara- 
viprakarsad uttaramadravad và. nigrahas tv asamsparsah madhyama- 
svarenaiva tu mürcchanánirdesah karyo bhavati (!) anastvan ma- 
dhyamasya nigrahe paryagrahe va, “Тһе production of the tanas 
on the string is twofold: by penetration (prave$a) and by taking 
away (nigraha). In this case the penetration (pravesana) [is realized] 
by viprakarsa (lit. "drawing away", іп this context, however, the 
drawing aside of a string of the vind, so that the string produces а 
higher note than usual because of the greater tension of the string 
—a well known procedure in modern vind and sitar playing) of 
the sweet (madhura = туйи = soft, sweet, as well as: lower, flat 
note; Somanatha calls the cynta or fallen sadja, суша madhyama 
and the ёғиб paücama mydu; cf. comm. Datt. 16, p. 121; cf. also 
Lat. mollis, molle, indicating the b rotundum (p), the b flat of the 
hexachordum molle in the system of Guido Aretinus (+ 1050) 
and Germ. Moll, indicating the flattening of a note) note or by 
lowering the higher (uttara) [note] Nigraha means not touching. 
By the madhyama note the indication of the mu rcchana must be 
realized, because of the imperishableness of madhyama in case 
of taking away (nigraha) or complete taking away (faryagraha) . 
Ghosh may have used the Bombay ed. for the translation of these 
lines. Cf. BhN. 28, 36 (Bombay ed., p. 306, 1. 13-16): dwividhá 
ta nakriya tantryam—praveso тірғаһа< са. atra—praves$o namadhara- 
svaraprakarsanád ийағатағаауас ca migrahaá casamsparsah. ma- 
dhyamasvarásamsparsah. madhyamasvarena tu vainena mürchanà- 
nirdešo bhavaty anásitvat. madhyamasvarasya nigrahah praveśo và, 
“There are two ways of working the fda in the string:... Hence 
the entrance and the arrest do not relate to the madhyama note" 
(Ghosh, Transl. II, p. r2, ch. 28, 33-34) The last sentence we had 
better translate: “(Thus far] the penetration ($ravefa) and the 
taking away (nigraha) in connection with the madhyama note”. 


According to my opinion the reading of the Baroda edition is 
here more to the point. 
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prave$a. MBrh. 118, p. 28, 1. 16-22 informs us about the 
change of notes under the influence of pravesa: katham esam 
tnana tm prayogah kárya iti. чсуайе. dvividhas tanaprayogah prave- 
Sena migrahena ca. praveso rsabhapeksayd sad jasyadharibhitas ya 
lopaniyasya wiprakarsapidanam. rsabha'pavaddnam iti yavat. iti 
viprakarsena pravesana.  márdavena yathai—tasyaiva sadjasya 
nisdda peksaya wttarbhitasya mardavam Sithilikaranam nisáda pada- 
nam pravesa iti дуллаһат pravesanam, “How the practice of these 
tanas must be realized? It will be explained. In two ways the 
practice of tdnas is realized, by pravesa and migraha. Praveía is 
the pressing (fidana may mean here the pressing of the string) 
by dr awing aside (viprakarsa; cf. р. 150) of sadja, which 15 lower 
with regard to rsabha and which has to be omitted. Such is the 
apávadá na (?) by rsabha. Thus far tbe ргауебала by drawing aside 
(uiprakarsa). By lowering (márdava) [the pravesa] is like this: 
—The lowering and weakening of the same sadja, which is higher 
with regard to піѕада, is the pdddna (?) by nisáda. So pravesa is 
a twofold penetration (pravesana)’. As to the incomprehensible 
words фй44та and apavaddna Kalinatha, commenting upon 
SarnSR. r, 4, 17, reads: rsabhapadanam iti yávat, “that is to say, 
the effecting (é@pddana) by rsabha" апа тізйда padanam tti ya ual, 
"that is to say, the effecting by nisadda’. 
nigraha. This term is defined MBrh. 119, р. 28, ll. 22-23: 
nigrahas tv anatarah svaparityagdspadam darsanam, prayogas tu 
yatha—sasaá garipapapa mari, "Nigraha, however, coming next, 
is an exhibition consisting of abandoning [the note] itself. The 
word (nigraha, іе. taking away) [15] the explanation. The appli- 
cation is like this: d-d-f-e-a-aage («4 JJ а 4 J 4). The 
sense of the first sentence is not quite clear. | 
Kallinatha commenting upon SarnSR. І, 4, 17 explains: nigrahas 
ій tlarasvarasya parityágah, "Nigraha, however, is omission of the 
higher note”. If nigraha means “omission (parityaga) or mot 
touching” (asamsparśa), Í prefer, on this point (BhN. 28, 34), the 
Baroda edition, since the Bombay edition will Jead us astray, 
especially if we adopt Ghosh’ translation (p. 12): “Ап d the arrest 
is non-touching, іе. not touching the madhyama note . We had 
better not explain the first half of the sentence by the second half, 
but translate these lines as two separate sentences: “The nigraha 
is not touching. [As to] the not touching of the madhyama note: 
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_”” The second sentence introduces the discussion of the next 
sentence. 

There js one more reason to prefer, on this point, the Baroda 
edition of the BhN.: MBrh. 118, p. 29, ll. ro-1r discussing the 
imperishableness of the note madhyama in connection with nigraha 
(ie. the taking away, the omitting ОҒ notes) quotes a version of 
BhN. which resembles the Baroda edition: bharatenapy uktam— 
madhyamasvarena miirchana nirdeso bhavaty avinaStivan madhya- 
masya nigrahe parigrahe và, "It is also discussed by Bharata: By 
the note madhyama the m#irchand is indicated, because of the 
imperishableness of madhyama in case of msgraha (taking away) 
and parigraha (complete taking away). 


37. Dattila 37 is also quoted by Matanga with some small differ- 
ences: 118, p. 20, ll. 14-15: vindsanam. instead of vinasinam and 
vidyate ід vatithy esa (sic) instead of vidvàn etávatithy esa (sic). 

уіпаѕіп. The disappearing (ийїї) notes are characteristic 
for the hexatonic and pentatonic tanas, which are special kinds 
of mürchanás, as we may guess from 37 cd. 


38. kütatàna. SarnSR. r, 4, 32 defines the kutata nas: asampürnás 
ca sampürnà vyulkramoccaritasvara | mw rochanáh kitata тар 
syuh..., "Incomplete and complete mw rcchanás, the notes of 
which are produced by deviation of the regular order, are pseudo- 
{апа (kiitatanas)”. 

pürna. Complete (Arma) pseudo-tanas (k&fatánas) аге 
Rütata=ms which contain all the seven notes. 

apürna. Incomplete (afp&rna, called SàrhSR. І, 4, 32 asam- 
purna) kitatdnas are sádava (containing six notes, or hexatonic), 
auduva (containing five notes, or pentatonic), svara аға (containing 
four notes) sawka (containing three notes) gdthika (containing 
two notes) and drcika (containing one note). Cf. SariSR. 1, 4, 39. 
Sàrügadeva may have borrowed the names of these tànas from 
Матада, as his commentator Simhabhüpàla suggests by quoting 
Narada. The names árcika, gáthika, sámika and svara ауа occur 
Nars. I, т, 2. NarS. т, т, 3 explains the application of these tanas 
in religious music: eká niarah svaro hy rksu gáthàsu dvyantarah 
svarah | sámasu tryantaram vidyád etavat svarato тағат || з |l 
"Ihe interval, the range of which is one [note, is used] in the 
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verses (irc-) of the Rgveda, the interval, the range of which is two 
[notes] in the gátha-songs (cf. comm. Datt. 2, p. 62), the range of 
three [notes], one should know, in the hymns (sáman) of the Sima- 
veda; so far the interval from the svara”, The verses of Narada, 
quoted by Simhabhipala commenting upon SarnSR. 1, 4, 39, do 
not occur in the available text of the Nàr$. 


39. Datt. 39 is quoted by MBrh. 118, p. 30, 1l. 8-9, providing us 
with а variant and corrupt version, which does not elucidate the 
meaning of this verse. The sum total of the pärna (complete, that 
is containing seven notes) küfatánas, 5033, mentioned by Dattila, 
is counted by MBrh. as 5040. Cf. MBrh. 118, p. 30, 1 14-22 explain- 
ing the calculation: dva bhyam para bhyám ekah pirvo hanyeta. 
dvàv eva bhavatah. tau ca dvau iribhir hatud sad bhavantt. te catur 
hatá$ caturvimsatir bhavanti. sã caturvimsatih pañcabhir hata satam 
vimáatyadhikam bhavats. vimSatyadhikam Satam sadbhir hatam 
Saiadm зара wvimsatyadhikáni bhavanti tan saptabhir һай т 
pancasahasrant catva rimsadadhikaáni bhavanti. tatra kramakridms 
tan samsphotayivá hy utkramakriant küfatà nanam saptasaptasvara- 
prayogat $afcasahasrámi trayastrimSadadhikam bhavanti, "If the 
previous one is multiplied by two others, there are two. Two multi- 
plied by three is six. These multiplied by four are twenty-four. 
These twenty-four multiplied by five are one hundred and twenty. 
One hundred and twenty multiplied by six is seven hundred and 
twenty. These multiplied by seven are five thousand and forty. 
After having subtracted the [Rifatdnas] performed in regular order, 
those of the AGfatánas, which are performed in deviating order, 
are 5033, if one practises seven times the seven notes". The numbers 
of Matanga’s calculation correspond with ЅагӣЅК. 1, 4, 37-38 
mentioning the numbers of 4045 belonging to the six classes of 
incomplete (apūrņa) pseudo-tànas (R##al4 nas) syuh sãdavānām 
vimśatyā saha sapta <айпі tu | auduvānām tu vimsatya sahitam 
Satam isyate || 37 || catwhsvarauam hülánám caturvinsatsr ital | 
irisvara h sad dvisvarau dvàv ekas tu ekasvaro matah || 38 Il, There 
are seven hundred and twenty hexatonic [##tatënas) the pentatonic 
ones are considered to be one hundred and twenty (37). The tifa /2- 
nas} of four notes аге said to be twenty-four, those of three notes Six, 
those of two notes two, and one of one note". Although Sarngadeva 
does not calculate the number of the kiatanas consisting of seven 
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notes (piirna küfatánas) we can understand Matanga's calculation 
very well, if we compare it with Sam gadeva's calculation of the 
incomplete (afurna) kutatanas, consisting of six, five, four, three. 
two or one note(s). To find out the number of purna kittatd nas we 
have to calculate all combinations of one, two, three, four, five, 
six and seven notes. Since the number 5040, representing al] 
combinations of seven notes, also includes seven і4ла5 which are 
not küfa-, as they contain the seven notes in regular order (viz, 
sa-ri-ga-ma-pa-dha-ni; ri-ga-ma-pa-dha-ni-sa, etc.) we have to 
subtract these seven #anas from the number 5040 to get the real 
number of hü£atanas. 

Of the hexatonic incomplete шата there are twelve (2 х 6) 
kramas in both gramas. Sarngadeva goes so far as to combine these 
twelve kramas with the kakali ni (c sharp), the antara ga (f sharp) 
or with both these vikróa svaras (accidentals). In this way he 
obtains 4 x 12 = 48 combinations. By multiplying 720, the 
number of all possible combinations of six notes (the hexatonic 
арӣ та kütatánas) by 48 Sarmgadeva arrives at the number 34560 
for the hexatonic afürma küfatá nas. Cf. SarnSR. 1, 4, 40-42. In the 
same way Samgadeva calculates the other apirna kitatdnas: 4800 
pentatonic in SarmSR. І, 4, 44-45; 768 of four notes in SarnSR. 1, 
4, 45-46; 156 instead of 144 of three notes by a miscalculation 
іп ЅагӣЅК. т, 4, 47-48; 44 instead of 32 of two notes in SarnSR. 
I, 4, 49; 14 instead of 8 of one note in SammSR. r, 4, 49. 

It is not very likely that all these kafatánas have been used in 
music practice. We had better ascribe these calculations to the 
well-known Indian predilection for systematizing. 


40. han-— to multiply. Cf. MBrh 118, p. зо, IL 15-19. The 
multiplier, called rama, may be the number, by which the k&afatanas 
are multiplied, to obtain the number of katatdnas belonging to à 
certain class of AW/atánas For instance: There are two kütatà nas 
containing two notes. To find the number of all possible kufatanas 
of three notes, we have to multiply the number two by three, 
which makes six k&fatZnas of three notes. To find the number of 
Rü tatanas of four notes we have to multiply six, the number of 
Rutatanas of three notes, by four, which makes twenty-four. The 
numbers 2, 3, 4, 5, 6 and 7 are the multipliers, but they also mean: 
series of two notes, series of three notes, series of four notes, etc., 
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which are called kramas. The number six means all combinations 


of notes that are possible with three notes. From these Six kutatdnas 


опе is krama or regular order; the remaining five are uthramas ог 
deviations. For instance: ѕа-гі-ра (krama), utkramas: ri-ga-sa, 
Ба-п-ѕа, rrsa-ga, ра-ѕа-гі and ѕа-ва-гі. 


41. It is not clear to which system Dattila refers in this verse. 


42. MBrh. p. зі, last line—p. 32, l. т quotes Datt. 42 cd. Of the 
three registers, the lower (mandra), the middle (madhyama) and 
the higher (tāra), each one covers one octave (saptaka), which 
contains 22 $rutis. So the three registers together contain 3 x 22 


43. vrttayas. The general meaning of the word rü is "style". 
As such it is defined ВАМ. 20, 21-22 (Bombay ed. — Ghosh, Transl. 
I, p. 403, ch. 22, 21-22) This definition, however, refers to the 
dramatic style. The three styles of music are defined BhN. 29, 72 
(Baroda ed.): tésro gitturttayah pradhdnyena grahyah. citrá urttr 
daksimá сей. tdsüm  tülagitilayayatimárgaprádhá nya mi. yathásvam 
vyanjaka mi. bhavanti. tatra cira yam sanksiptavad yatáladrutala- 
yasama yatir anàgatagrahána т pradhdnyam. tathd vytiau gitava di- 
tradvikalatalamadhyalayasrotogata yatih samagrahamadrganam prä- 
аһа пуат. daksindyam giticatuskalatdlauilambitala yagofucchá yatih. 
alilagrahama vaa пат pradhanyam, “Styles of procedure (gatti-v riti) 
to be principally reckoned are three: cya (variegated), тй 
(movement, i.e. having a simple movement) and daksina (dexter- 
ous). Instrumental music, time-measure (fala), tempo (laya), gi 
(rhythm), yati and graha-marga (way of beginning) will determine 
their respective characters. (For example), in the citra, (the тарайды 
is the grt), the instrumental music is concise (i.e. not elaborate) 
(sic) (the unit of) time-measure (is one kala), tempo 1s quick, and 
уай is level (sama) and the anagata grahas preponderant. similarly 
in the әу (the sambhavitd) is the git, the instrumental music is 
x x, (the unit of) time-measure is two alas, the tempo 15 medium 
(madhya), the уай is srotogatà, and the sama graha-margas же 
preponderant. In the daksind, the giti 15 (#rthula), the unit o 
time-measure is of four kalàs, the tempo is slow (vilambita), the 
yati is gopucchà and the айа graha-márgas are preponderant 
(Ghosh, Transl. П, p. 42-43, ch. 29, 102). 
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From these lines it appears that in Bharata's time the musical 
styles were characterized by the prevalence of vocal music (gita) 
or instrumental music (vag ya), time-measure (tala, see comm. Datt, 
109-110), tempo (laya, see comm. Datt. 151; BhN. зі, 480-486 
(Ghosh, Transl II, p. 103)) rhythm (gift, see comm. Datt. 237; 
BhN. 29, 77-79 (Ghosh, Transl II, p. 39)), succession of different 
kinds of speed (уай, see comm. Datt. 154-155; BhN. 3r, 489-493 
(Ghosh, Transl. П, p. 104)) and by "way of beginning" (graha- 
marga, cf. Ghosh, Transl II, p. 43, n. 6: "Graha-márga means the 
manner of following a song or a piece of music by an instrument 
of tāla”). 

NarS. 1, 6, 2x already mentions three musical styles. He does 
not call them, however, daksina, citra and vrtts, but calls them by 
names, which in Bharata's system indicate the speeds, viz. druta, 
madhyama and vilambita. Cf. NarS. І, 6, 21: abhyásárthe drutam 
туй т prayogarthe tu madhyamam | уанат wpadesá тіле kuryád 
vribm vilamlntam ||, “One should practise the quick style for 
permanent exercise, the moderate style for practice and the slow 
style for teaching students". 

Datt. 43 merely mentioning the prevalence (pradhana) of either 
vocal or instrumental music as the characteristics of the three 
styles, cifra, daksina and әу, may have borrowed from BRN. 20, 
71 (Baroda ed.), who says: #sras tu vritayas cttra-daksind-virttisam- 
jsstáh | vàdyagrtobhayaguna nirdistás ta yathakramam, “Names of 
the three styles of procedure (әу) are citra, daksinà and vrtti. 
They give quality to the instrumental music as well as to the song, 
and have been defined in due order" (Ghosh, Transl. II, p. 43, ch. 
29, I03). 

MBrh. 183, р. 51, ll. 7-8 mentioning the prevalence (pradhana) 
of vocal or instrumental music as one of the features of the three 
styles, describes the other characteristics 183, p. 51, Il. 11-15: cifre 
бата yatt[r] druto layah uparipanih magadhi ghana mukho 'vayavah 
vdrhke srotogatà yatir) madhyo layah samapa mh sambhavita. atra 
g&avovalayavah (?) udag daksine вориссћа yadi (read: yatir) vilambito 
layah айһатара wih brihulà gihls] tattvam cávayavah, "In the citra 
style sama ("even", ie. "the same tempo іп the beginning, the 
middle and the en d*; cf. BhN. 31, 489-490 and 490 (Ghosh, Transl. 
Ц, P. 104); comm. Datt. 154-155) 15 the уай (“succession of different 
kinds of speed"; cf. BhN. 29, 102 (Ghosh, Transl II, p. 42, note 
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102%); comm. Datt. 111; 154-155), quick (druta) is the tempo (speed 
Qr "EN, cf. comm. Datt. 115-117 and xsrcd-152ab), upari (“а Нег”, 
ie. "the playing of instruments, which follows the start of ауа”, 
сі. BhN. зї, 495 (Ghosh, Transl. II, p. 104) is the pani (cf. BhN. 
31, 493-495 (Ghosh, Transl. II, p. 104)); comm, Datt. I52cd-153ab), 
тараан As the ghand (the term ghand indicating a particular 
stringed instrument may have been used here instead of ріш, which 
indicates a special method of performing; cf. comm. Datt. 237с4- 
240ab; ВАМ. 29, 77-79 (Ghosh, Transl. II, p. 39), mukka (cf. 
comm. Datt. 143; r92cd-195a; 219; 232cd-233ab; 235cd) is the 
limb (or part of the composition; avayava may be an equivalent 
of anga, the term used by Bharata; cf. BhN. 32, 4-6 (Baroda ed.; 
Ghosh, Transl. П, p. 106)). In the vé@rtika (adj. from әу ) style 
srotogata ("current-like"; cf. ВАМ. 489 and 492 (Ghosh, Transl. II, 
p. 104); comm. Datt. 154-155) is the yati, moderate (madhya) is 
the tempo (laya), sama (simultaneous, i.e. "the playing of instru- 
ments, which is simultaneous with the start of Jaya’; cf. ВАМ. зі, 
493-494 (Ghosh, Transl. II, p. 104); comm. Datt. 1§2cd-153) is 
the pa nt; sambhavità [is the giti], then gavovalayah (gavalo 'vaya- 
vah?, a kind of avayava or limb?). Subsequently (udag), in the 
daksina style, the gopucchd (“cow's tail”; cf. ВАМ. 31, 489-490 
and 492-493 (Ghosh, Transl. II, p. 104); comm. Datt. 154-155) is 
the уай, slow (vilambita) is the tempo (laya), lowest (adhama, which 
may be an equivalent of ava- in арафа ti, indicating “the playing 
of instruments, which precedes the start of Jaya’; сі. ВАМ. зі, 
495 (Ghosh, Transl. II, p. 104) is the фат, prihula is the git, 
{айта (reality, indicating the instrumental accompaniment, which 
exactly follows the song, whilst imitating its speed (laya), time- 
measurement (td/a), ornamentation (varna), words (pada), succes- 
sion of speeds (yati) and syllables (aksara) ; cf. BhN. 29, 102 (Baroda 
ed.); Ghosh, Transl II, p. 44, ch. 29, 109) is the avayava (limb). 
In these lines MBrh. mentions almost the same characteristics 
of the three styles (07) as BhN., except avayava and pai, which 
in this context are left unmentioned by Bharata. The grahamarg a 
of Bharata (cf. Ghosh, Transl. II, p. 43, ch. 29, 102), which according 
to Ghosh, Transl. II, p. 43,2. 6 is “the manner of following a song 
or piece by an instrument of аа”, is also recorded by MBrh. as 


one of the features of the urttis or styles; cf. MBrh. p. 51, l 15 


mentioning the three grahas, viz. sama, anagaia and afia. The 
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time-measurement (fala) consisting of a number of las (ie. units 
of time), which is recorded by Bharata (cf. Ghosh, Transl. II, 
р. 42 Í., ch. 29, 102) as a characteristic of the 771125, is also mentioned 
MBrh. 175-176, р. 50,ll. 1-4: citre catkakale tale vigneya рі tir magadhy | 
varttike dvikalà jñeyë gitth sambhavita budhath || x75 || daksine 
$rihwlà gitts tālair jneya catuskale..., “Іп the citra style the 
тарады giti must be recognized in the tala of one kala. In the 
varttika style the sambhavita giti must be understood by connois- 
seurs as having two kalas (175). In the daksina style the prthulà 
giti must be understood as having tālas in four kalàs...''. 

The names of the three styles, viz. citra, urttt and daksina, are 
also used to indicate the three margas. For marga see comm. Datt. 
115-117 and 237cd-240ab. Ghosh, Transl. П, p. 39, note 78, makes 
no distinction between уу and márga, saying: “On marga or vrtti 
too was based an ancient system of classifying rhythms, including 
that of аа”, There is no clear distinction between these two terms 
in the MBrh. The three margas occur MBrh. p. 51, ll. 19-22 and 
p. 52, ll. 20-21, but 1. 22 also a dhrwva-márga appears, and p. 53, 
L I a %йпуа-тағра. 

SarnSR. 5, ro-ir associates the rhythmic system of kalds and 
matras with four тағрав:... тарар syus tatra сайуато dhruvas 
cttras ca varitkah || xo || daksinas сей tatra sydd dhruvake таітба 
kala | Sesesu due catasro 'staw kramán mdtrah kala bhavet || xx ||, 
“There are four margas, viz. dhruva, citra, vartika (то) and 
daksina. In dhruvaka [màrga] the kali is one maàtra (smaller 
time-unit, comparable to our J or J); in the remaining [màrgas] 
the kala respectively consists of two, four and eight matras (11)”. 
СІ. MBrh. 175-177, p. 50 explaining the relation of kalds and máíras 
in the three mdrgas, citra, vartika and daksina. 

The three urttis are discussed by Sàrngadeva in a different 
context, that is to say, in the chapter on instrumental music, the 
vadyadhya ya. Cf. SàrhSR. 6, 165-170: vrttir gunapradhanatvarupa 
vyavahrür mata || 165 || atra urttir daksind ca tisrah syur itt vrttayah | 
cilra vadyapradhanatuad pitasya gunatocyate || 166 || wbhayoh 
samabhávena туйт vritir udàhrtà | gitapradhámatà vadyagunata 
daksind таға || 167 || drata Q drutàdikámlaya n азат niyacchants 
hramát pare | samam srotogatà m tadvad gopucchám ca yatim kramat 
[| 168 || mdgadhim sasnbhávità khyam gitim са prthulam Мат? | 
ogham ca nugatam tattvam vadya ny etány anukramat || 169 || márgam 
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citram va rikd Куат daksinakhyam yathakramam | andgatasamdtitan 
grahan tha са manvate (read: manyate) || 170 ||, “Virttt is considered 
a practice, characterized by subordination and prevalence (165). 
Citra, vrti and daksind are the three styles (vriti). Citra is marked 
by the prevalence of instrumental music (vddya) and by the sub- 
ordination of vocal music (gita) (166). The vrtti-style (uriti-urtis) 
is qualified by the equivalence of both [instrumental and vocal 
music) Daksina is considered [a style] in which the vocal music 
prevails and the instrumental music is subordinate (167). Subse- 
quently, one determines their tempi (speeds), druta, etc. in due 
order; [their] уай, respectively: sama, srotogata and gopuccha (168); 
[their] gite тарай, sambhavita and prthuld, in due order; [their] 
styles of playing the instruments (v4 ya) respectively: орда, 
anugata and ѓайоа (169) One considers the жаура, called citra, 
vartika and daksina, in due order, [their] grahas (cf. graha-marga 
оп p. 155 and comm. Datt. 57, graha): andgata, sama and айша 
(170)'. In this discussion of the three wyttis the three mérgas 
appear. Marga, іп this context, is put on а par with the other 
characteristics of the 27105, viz. laya, уай, рій, vádya and graha 
(the three grahas with their special rhythms are described MBrh. 
183, p. 51, ll 15-17 and SárnSR. 6, 188 f.). 

KuSR. 2, т, 4, 380-385 (p. 239-240) using the term таура for 
style instead of Bharata's vrtti discusses all the characteristics of 
the three vrttis, mentioned by Bharata, in connection with the 
three márgas:... máyga $ citravarttikadaksinah || 380 || git saw 
тарай citre vritau sambhd vita tatha | daksine prihulà jneya graivas 
сата kramena tu || 381 || алараю grahas citre varittke ca samo 
тағар | atito daksine marge tathaiva vayavah punah || 382 || kraman 
margatraye ‘py eso ‘nugatas tattvam ity арі | yatayas ca samas 
citre vyttau srotogata mata || 383 || gopuccha daksine khyata (ауд 
сайра trayah kramát | druto madhyo vilambas соратфа nis іш citragah 
| 384 || әй Бе samapanih sydd avapámis іш dahgme |, “... the 
margas: citra, varttika and daksina (380). Іп citra{style] the giti 
is magadhi jn vrtti sambhavitad; in daksina, one should know, 2 15 
prthulà. The grahas, in due order (are as follows) (381). In citra 
anàgata is considered the graha, in varttika sama, m daksina 
mürga atita. Likewise the avayava (382) in the three margas, 
respectively: ogha (eso and edho ате wrong readings), anugata 
and tattva. The yatis are considered sama іп the citra-style, sroto- 
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gata in the vrtti-style (383) and gopuccha in the daksina-style 
The three tempi are respectively called druta, madhya and vilamba, 
The uparipani moves in citra (384); the samapani in varttika, the 
avapani in daksina”’. 

The term vri in its general meaning of "style" disappears in 
later music treatises, and is replaced by the term marga. Cf. KuSR. 
2, I, 4, 380-385; TulSS. chapter 13 (fGlaprakaramam) p. 160 ff. 
containing a description of the mārgas, entirely quoted from 
SamSR. s. When the substantive vyti or the adjective váritika 
occurs in later texts, it is merely used to indicate one of the three 


margas. 


44. In this verse Dattila announces that he will not treat the 
instrumental technique. This subject, discussed by Bharata, BhN. 
29, 82-102 (Ghosh, Transl. II, p. 40-42) the dhàfws in playing 
stringed instruments; ВАМ. 29, 114-121 (Ghosh, Transl. II, p. 
44-45); the Raranas of the vipañct vind and BhN. 30: the hollow 
instruments (swsira) could have been treated in Datt. rro ff. 
after the discussion on varnas and alamkdras (cf. comm. Datt. 100), 
if we compare the arrangement of subjects in Dattila with the 
composition of the BhN. Dattila may have written another treatise, 
in which he dealt with these subjects. The Vinavadyalaksana of 
Dattilakohaliya, however, though its title suggests that it had 
been written by Dattila and Kohala, dates from a later time, as 
Prof Raghavan informed me. 


45. suska-. Cf Monier-Williams, Dictionary, p. 1084, col 3: 
Suskagana, "mere singing (unaccompanied by dancing)’. Suska 
in Datt. 45 may mean "merely instrumental music, without 
singing". Suska is defined SamSR. 6, 16-17 as one of the four 
classes of instrumental music: suskam gitdnugam nirtianugam anyad 
dvayanugam || 16 || caturdheti matam vadyam tatra $uskam tad 
ucyate | уай vind gitan ritabhydm.., "Separate, following the 
song, following the dance or, otherwise, following both (16). In 
these four ways instrumental music is considered. Separate (suska) 
is that one, which is without singing or dancing...". The Bharata- 
Коба, р. 676, col. т quoting Jyàyanah defines uska vadya: gita- 
nurita vihinatvád vadyam Suskam itt smrtam, "Suska vadya exists, 
traditionally, due to the absence of singing and dancing А, 
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Dattila probably alludes to the ten {uska-vddydni mentioned 
by Sárhgadeva, who explains SariSR. 6, 178-180: bhedān miretta- 
vady in. ded vammasyatha pracaksmahe ||178]| dsrávanárambhavidhir 
vakivapa ms tatah param | samkhotaná caturthi ca файсаті parighat- 
апа | 1/9 || margasdritakam lildkytam азағйағауат | daseti 
Suskavadyant tallaksma vyahare 'dhuná || 180 ||, "Now we [will] 
speak about the Varieties of the instrumental music of the vinà 
without singing (178). The procedures asravana, àrambha, vaktra- 
pani, samkhotana fourth, parighattana fifth (179), margasaritaka, 
li lakrta, and the three аѕагіќаѕ are the ten kinds of solely instru- 
mental music ($uska-vddya). Now I will explain their characteristics 
(180). 

These ten kinds of instrumental music may be compared to 
Bharata's bahtrgitas, which, according to Ghosh, Transl. II, p. 46, 
n. 2 "are called bahir-gitas because they were outside (bahis) the 
performance of the play and were included in its preliminaries”, 
Cf. Abhinavagupta's comm. on BhN. Baroda ed. p. 135, 29, 
II4-II7: 45ға vanárambhavidhir vaktrapa ms tathatva ca || xr4 || 
parighattand са ъ]йеуа tatha sankholanaiva са | тата sáritam eva 
syal а Руіат athapi ca || 115 || азатат ca tathà tripramanant 
сатта tu | etant ca bahirgitany адаи уојуа ті yoktrbhih || 116 || заа ns 
hy айат citravritigatà ni іш |, "The procedure of a$rávaná and 
arambha, and the vaktrapàáni (114). There is, one should know, the 
parighattanà and the sankhotana; there is margasarita and also 
llàkrta (115), and the three principal аѕагіќаѕ. These are the 
bahirgitas, to be applied at the beginning by the producers (116), 
with tàlas or without tàlas, in the citra-style', which is a parallel 
of BhN. 29, 80-82 (Baroda ed. p. 104). Ghosh is not quite right 1n 
translating citravritau Каті іш (BhN. 29, 82, Baroda ed. p. 104) 
"and in the styles of procedure called the citra and the vrtti 
(Ghosh, Transl. II, p. 46), since it і not very likely that vrit in 
this context means vrtti-style, as this style, in which vocal and 
instrumental music are of equal importance, is not applicable to 
the bahir-gitas. We had better translate citravytiau “in the citra- 
style", taking әу in its general meaning of *styl8. It is very 
likely, that the citra-style, in which the instrumental music prevails, 
was characteristic of Bharata’s bahirgitas, which according to 
багт gadeva were Suska-vddya (solely instrumental music). There 


is no evidence in the text that the bahirgitas were sung, as Ghosh, 
II 
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Transl. I, 5, xz, p. 77, suggests with his translation of BhN. s, ті 
(Bombay ed.): ейт іш bahirgitany antarjavantkd gatath | rayo. 
ktirbhsh prayojyant tantribhandakria ni ca ||, “These songs outside 
[the performance of a play] are to be sung by persons behind the 
curtain to the accompaniment of drums and stringed instruments", 
Swami Prajñanananda, Historical Study of Indian Music, Calcutta 
1965, р. 79, reproduces this questionable translation, without 
noticing the one-sidedness of Ghosh’ interpretation. Bharata’s 
definitions of dsradvana, vaktrapant, partghaltana, samghotana, 
margasarita and asarita do not contain a word about vocal music. 
Cf. BhN. 5, 18-21 (Bombay ed. ); Ghosh, Transl. I, p. 78 f. Only 
the definition of drambha is ambiguous, but even on this point 
I doubt, whether Ghosh' translation, which accentuates the vocal 
performance, is quite right. Cf. BhN. 5, 18 (Bombay ed.); Ghosh, 
Transl. I, p. 78. The elaborate descriptions of the bahirgitas occur- 
ring BhN. 29, 126-156 (Ghosh, Transl. II, pp. 46-49) and 3r, 83-98 
(Ghosh, Transl. II, p. 62f) and of the $uskavàdya m: occurring 
SamSR. 6, 181-241 refer to time-measurement and instrumental 
technique. 


46-47. ѕааһагапа. The two kinds of overlapping (sádharama) 
are mentioned BhN. 28, 35 (Baroda ed. p. 3x, ll. 5-6): tatra dve 
südhàvane Ja tisadha vanam svarasadharanam ca., “There are two 
kinds of overlapping, overlapping of jatis and overlapping of 
svaras.” Cf. SamSR. І, 5, I. 

svarasádhàrana. The overlapping of intervals (svaras) 
is defined: BhN. 28, 35 (Baroda ed., p. 32, ll. 1-2): svarasádháranam 
kå kalyantarasvaraw. tatra dvisrutyutkirsto msadah kakalisamjno 
bhavati. tadvad gandharo 'ntarasvarasam fio bhavati, "Kákali and 
antarasvara are overlapping of intervals. When nisáda is raised 
two $rutis, it is called kakali. In the same way, gandhara is called 
antarasvara'. Cf. BhN. 28, 37 (Bombay ed., p. 306, 1l. 24-27 and 
р. 307, L т): svarasadharanam Һа kalyantarasvarau. tatra—dvt- 
Sruliprakarsanán nisidavan Ра kalisamjrio misa dah, та sadjah. 
бий Фуат antarasvaratvát. sádhà ranatvam pratipadyate. evam gàn- 
dharo ‘py antarasvarasamjfio ga 'ndhàro na madhyamah tayor anta- 
rasvaratvdl. айа eva svarasa dhà ranam, "The kakali and the transi- 
tional note (antarasvara) are the overlapping notes (svarasãdhā rana). 
Now if two érutis are added to nisáda, it is called kakali nisada 
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and not sad ja; as it is a note rising between the two (pure nisáda 
and sadja), ; it becomes overlapping. Similarly [the two érutis being 
added to it] gandhara becomes transitional gándhàra and not 
madhyama, because it is a transitional note (antarasvara) between 
the DNO (madhyama and gándhára) Thus the overlapping notes 
[occur]! (Ghosh, Transl. II, p. 13, ll 20-28). The words Айка 
and antarasvara are explained BhN. 28, 35 (Baroda ed., p. 32, 
l. 6-9) Ralatuadc ca Һаһайзат)йо bhavati vikrlavac ca namáah 
&ptopadesác ca saptabhyo піпуо nisddavan eva. yathà hi sanndm 
rasa nim anyatamah ksdrasamjiitas tathd nisddah Һаһайѕатјо 
gandharas cántarasvarasam o bhavati, "The name háhali (sweet 
sound derives from its sweetness; because of its alteration it is not 
fit to be dominant (aa); by good instruction it is not different 
from the seven [notes], like nisada. Just as any of the six sentiments 
(rasas) is called sharp, so nisáda is called Ааай and gandhara 
aniarasvara". This passage is quite different in the Bombay ed. 
СІ. ВАМ. 28, 37 (Bombay ed., p. 307, ll 1-4): hkasmát misádah 
ka kahsam Hah. kalatvāt kākalī kastatudd vatisauksmydd | athavá 
káksitva t. ubhayasambandhat kákalisasnjfiaya. yathà —sanna'm rasá- 
nam madhye lavanah ksavasamjnah, evam nisddah Һа halisamjsio 
gandháras$ ca niarasamjsio bhavatu, "Why is nisada called Аа Зай? 
Because it is an indistinct sound, or it is produced with [slight] 
pulling (akrstatva) or due to its very fineness (sauRsmya) or because 
it behaves like the crow's eye (Аа ка ks) and relates to the two 
[notes] nisàda and sadja] it is called (ka kah) Just as salt among 
the six [kinds of] taste (rasa), is called ёа (corrosive), so nisáda is 
called kd kali, and the overlapping note is called the transitional 
note" (Ghosh, Transl. II, p. 13, І. 29-p. 14, l. 5). 

Another kind of svarasádhárama is the overlapping of svaras 
connected with the two gramas. СІ. ВАМ. 28, 35 (Bar oda ed. 
P. 32, l. 4-6) svarasádhàramá dvividham dvaigramkam kasmat 
sádhárano ‘tra svaravisesa iti krivà sadjatud sadharayam ucyate. 
evam madhyame "Ы. asya tu prayogasauksmya t Raistkam ttt dt yam 
nama nispadyate, “The overlapping of svaras is of two kinds, in 
two grámas. How? The overlapping here is a peculiar mark of 
the svara. Having so considered, the sadja-phenomenon 5 called 
overlapping. Similarly in ће madhyamajgr ama | From its fineness 
of production its second name kaiśika (fine as а hair) ай 
Тһе Bombay edition of ВАМ. 28, 37, Р. 307, ll. 6-то elucidates this 
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passage: svarasddhdranam dvividham dvatgramikyam. kasmat 
sadjagrame sadjasadharanam madhyamagra me madhyamasádhára- 
пат. sddha rano 'tra svaravisega 18 sadjasadharanam. evam madhya- 
magráme "pi зайһа ranatvam. asya іш prayogasauksmyat kaisikam 
iti тата nispadyate. evam svarasadharanam. | asya lpanisádaga n- 
dhára su jatisu prayogak., "The overlapping note (read: overlapping 
of notes) (svarasddhdrana) belonging to the two вташа (sadja 
and madhyama) is of two kinds. Why? For, occurring in the sadja 
grama it is the overlapping sadja (read: overlapping of sadja), 
and in the madhyama gràma it is the overlapping madhyama (read: 
overlapping of madhyama) The overlapping here is a special 
nature of the note. This is so in the sadja grama, and the same 
[also] is the case in the madhyama grama. Due to the delicacy of 
its production (prayoga-sauksmya) it is fitly called Еа2%Ға (capilla- 
ry). This is the overlapping note (read: overlapping of notes) which 
is used іп jätis where nisada and gandhara are weak (alba) (Ghosh, 
Transl. II, p. 14, ll. 10-20). 

According to Sàrügadeva the overlapping of svaras is fourfold. 
Cf. SàmSR. І, 5, 1-3: svarasádhà vanam taira caturdhá parikirtitam 
l| x | ka halyantarasadja1$ са madhyamena visesanát | зайһа vanah 
Ка kah hi bhavet sadjamisádayoh || 2 || sádháramyam atas tasya yat 
tat sadhàranam viduh | antarasya bi gamayor evam sadharanam 
тайт || 3 ||, “Overlapping of svaras is recorded [to exist] in four 
ways (т), by kakali [ni], antara (ра) sadja [kaisika] and madhyama 
[kaisika], on the strength of distinction(s) Kakali is overlapping 
of sadja and nisada (2). Because of its belonging [to both svaras], 
they consider it overlapping. [The overlapping] of antara[svara] is 
regarded in the same way as overlapping of ga and ma (3)'. For 
the application of kàkali ni (c sharp) and antara ga (f sharp), 
discussed SàrnSR. 1, 5, 4-6, see also comm. Datt. x6. The over- 
lapping of sadja (d—) in the sadjagrama, which may be considered 
to be overlapping of madhyama in the madhyamagrama, is defined 
SarnSR. І, 5, 7-8: nisddo yadi sadjasya śrutim adydm samásrayet | 
rsabhas tv antimam proktam sad jasádháranam {айда || 7 || madhyama- 
5уарі gapayor evam sadha vanam matam | sádhàranam madhyamasya 
madhyamagra тарат dhruvam || 8 || "If nisada takes the first 
 $ruti from sadja, rsabha [its] last [Sruti] it is called overlapping 
of sadja (7). Similarly, it is considered overlapping of madhyama, 
because of ga and pa (taking Srutis of madhyama). The overlapping 
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of madhyama always occurs in the m 
If we want to understand the overlapping 
keep in mind that the svaras are the intervals by which the notes 


are fixed, but not the notes themselves, The four kinds of svara- 
sadhárana will be illustrated by the following sketches: 


adhyamagrama  (8)". 
of svaras, we have to 


I, kakali ni 
po —— 
b c cf 4 
ы... A 
ni sa 


Kakali ni overlaps the intervals пі and sa. 














2. antara ga 
g——— — 
e f f? g 
ga ma 
Antara ga overlaps the intervals ga and ma. 
3. ni = 3 Sr. ri= 4 <. 
a 
b с ct а- а е 
— 
ni = SA-a4$r. п=3&. 
2 Sr. 


Тһе vikrta (changed) intervals (see comm. Datt. 16; cf. SarnSR. 
I, 3, 39-45) ni of 3 Srutis (instead of ni of 2 Srutis) and ri of 4 $rutis 
(instead of ri of 3 $rutis) overlap the interval sa. This is the over- 
lapping of sadja in the sadjagrama (d-e-f-g-a-b-c). 


4А. а=3$г. ра=4$г. 

— pa 

e fft ЕЕ a- 

—— | „———^._—+ 

ва = та=4<г. ра = 3%. 

2 $. 
The vikyta intervals ga of 3 árutis (instead of ga of 2 srutis) and 
pa of 4 érutis (instead of ра of 3 $rutis which is characteristic for 
the ma-grama) overlap the interval ma. This is the overlapping 


of madhyama in the madhyamagrama (d-e-f-g-a—-b-c). 


4В. ga-3 Sr. ра = 4 $. 
et — еван 
b c c+ а-а е 


uem жә — 
ва =  ma-4$r. ра-- 36%. 
2 $r. 
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In the transposed ma-gràma (a-b-c-d-e-ff-g, which is in accordance 
with Bharata's method of creating the madhyamagrama by 
changing the names of the svaras of the за артата (see comm, 
Datt. 26), so that the sa of the sa-gráma becomes the ma of the 
ma-grama), the overlapping of madhyama is nothing but a trans- 
position of the overlapping of sadja in the sadjagrama. Cf. BAN. 28, 
35 (Ghosh, Transl II, p. 14): "The overlapping note (read: over- 
lapping of notes; svarasddha rana) belonging to the two gràmas 
(sadja and madhyama) is of two kinds. Why? For, occurring in 
the sadja gràma it is the overlapping (add: of) sadja and in the 
madhyama gràma it is the overlapping (add: of) madhyama'. 

The overlapping of sadja and the overlapping of madhyama, 
both of which are called бай Ра, are explained by SàrnSR, as 
an overlapping of grámas. Cf. SamSR. 1, 5, 9: sadhdrane haisike te 
kesagravad anutvatah | te eva kais$cid ucyete grámasádhà vane budhath 
І9 |, "These two overlappings, Aazstka (fine as а hair) because 
of their fineness (anutva) like the top of a hair, are called over- 
lapping of gramas by some connoisseurs’. The overlapping of 
gramas may mean here, that the overlappings of sa and of ma, 
which are nothing but one overlapping, since the last one 15 а mere 
transposition of the first one, belong to both gramas. 

jàtisádhàrana. The overlapping of jatis is defined ВАМ. 
28, 35 (Baroda ed. p. 32, ll. 3-4): játisádháranam еват5йпат wvisegá j 
jatinam samavayat pratyamSam | laksanasamjfiánam iti. "Over- 
lapping of jatis is due to a peculiar mark of the jatis, which have 
the same amsa, because they come together in the amsas. In this 
way there is harmony of the characteristics’. Cf. BhN. 28, 37 
(Bombay ed. p. 307, Il 5-6). Ghosh, Transl. II, p. 14 H. 7-10, 
translates: “The overlapping jati (read: overlapping of jatis; 
játisádhárana) [arises] from observing in another grama the notes 
which belong to the minor limbs of two or more 12446 which are 
in the same grama and have common améas”. 

The meaning of jd tisádháraga is elucidated SarnSR. І, 5, 10-11: 
ekagramodbhavasu ekāmśāsu jálisu уай bhavet | samanam ратат 
aryas taj játisádháranam. jaguh || то || játisadhàranam kecid ragan 
eva pracaksate |, “The same melody (gana), which occurs in [differ- 
ent] jatis (see comm. Datt. 48) appearing in the same gràma and 
having the same абаз (dominants), that [melody] the honourable 
people call overlapping of jatis. Some people regard the overlapping 
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of jatis as гара (see comm. Datt. 48)”. СЕ K&R. 2, т, 2, 36-37: 
... chim sopcitdasy ekagramajdsu са jatisu |136|| yad ganam 
samim db m jdtisadhavanam tu tat | dantiladyah punar idam 
vagan eva pracaksate || 37 ||, “That melody (gana), which is quite 
the same in the [different] jatis which come together in the same 
атба and which spring from the same grama, that [melody] is the 
real overlapping of jàtis. Dantila and others, however, call it 
тараз”. The last line of this quotation is interesting, because it 
refers to Dantila, which may be the same author as Bttila (see 
KuSR. p. 663) Dattila, however, does not speak of гараѕ in con- 
nection with jatisadhá rana. So we may suppose, that Dattila wrote 
a treatise, which was more elaborate than the treatise translated 
in this thesis. 


48. Dattilas theory of the jàtis corresponds with Bharata’s 
system. Cf. BhN. 28, 46 (Bombay ed. p. 308); Ghosh, Transl II, 
p. 15 f., ch. 28, 44-45. 

Suddha. The seven pure (Suddha) jatis, named after their 
final notes (nydsa), viz. sadji, arsabhi, gàndhàri, madhyaméa, 
paficami, dhaivati, naisadi (cf. ВАМ. 28, 46 (Baroda and Bombay 
ed.); Ghosh, Transl. П, p. 15, ch. 28, 44) are defined BhN. 28, 46 
(Bombay ed. p. 308, L 7): Suddh@ anywmaswrah svardmsagra- 
hanyasáh, "Pure jatis do not lack notes and have notes functioning 
as dominant (ата), initial note (graha) and final note (nyàása). 
Cf. MBrh. x88, p. 53, ll 20-21. These lines become clear, if one 
compares them with SamSR. І, 7, 2: yasdm ma masvaro nyaso 
'Pbanyáso ‘mso grahas tathd || 2 || tàramyásavihinas tah pitrnah 
fuddhà bhidhá таа |, "[The jatis, of which the denominative note 
is final note (nydsa), secondary final note (apanydsa), dominant 
(asma) and initial note (graha) (2), which lack the final note in the 
higher register, and which are complete (pirna), those Datis] are 
considered pure (Suddha)’. Cf. Datt. 62. Ав to the position of Hic 
final note (nydsa) BhN. 28, 46 (Bombay ed., p. 308, ll. даара н 
nydsavidhav ару adsam mandro niyamad bhavate Suddhasu, “Та the 
observation of the mydsa in the (pure) jatis the note should be 
regularly sandra" (Ghosh, Transl. II, p. 16). So the final note 
of pure jàtis is always in the lower (mandra) register. Cf. also 
MBrh. 188, p. 54, ll. 1-2. These statements prove that mantranyásá 
іп Datt. 62 must be regarded as а wrong reading of mandranyasa. 
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saptasvarakhyaya, “called after the seven notes", Cf. 
BLN. 28, 46 (Bombay ed., р. 308, l. 5): sapta svarákhyáh; MBrh. 
188, p. 53, l. 19: saptasvarakhyas coktá, “named after the seven 
notes"; SamSR. 1, 7, т: sadjádisvara bhidhah, "named after sadia 
and the other notes”. 

vikrta. The modified (vikría) jàtis are defined BhN. 28, 46 
(Bombay ed., p. 308, П. 8-9): sam anyatamena dva bhyam bahubhir 
vāpi laksanair uikriyam upagatd myásavarjam vikrtasamjñā bha- 
тала, “If the Па) undergo a transformation as to one, two or 
more characteristics of the above mentioned ones, except the final 
note, they are called modified (vtk;/a)'. Ghosh, Transl. П, p. 15-16, 
is not right in translating esám anyatamena “some of these (74715)”; 
compare MBrh. 188, р. 53, ll. 21-22: ebhyo laksanebhyo ‘nyatamena 
dvabh yam bahubhir và laksanair. In this text еҙйт is replaced by 
ebhyo laksanebhyo "from these characteristics". Cf. also SAmSR. 
1,7, 3: vikriá nya savarjair tallaksmahina bhavanty атай, “Those 
are vikrta which lack the above mentioned characteristics, except 
the final note". The eleven modified jàtis are: sadjamadhyama, 
sadjakaisiki, sadjodicyavati, gindharodicyava, madhyamodicyava, 
raktagandhari, andhri, nandayanti, gandharapaficami, karmaravi 
and kaisiki. 

sankarodbhavah "originating from a mixture". Cf. ВАМ. 
28, 46 (Bombay ed. p. 308, ll 10-11): /atraikáda$a samsargajá 
11718. parasparam samyogad ekàdasa mivariayanti. yatha—, "The 
modified [jatis] are eleven in number and they grow from combi- 
nation. [These] eleven are formed from their mutual combination, 
as follows: (Ghosh, Transl. II, p. 16, ch. 28, 44). BhN. 28, 48-55 
(Bombay ed.) describes, how each modified jati is constructed by 
a combination of some pure jatis. Similarly, Dattila discusses in 
verses 49-54 the construction of the modified jatis. On this subject 
MBrh. 188, p. 54, 1. 8-p. 55, 1. 2 quotes a different version of the 
BhN., which roughly corresponds to BhN. 28, 46-54 (Bombay ed.). 
Cf. also SarnSR. 1, 7, 10-16. 

jati. 

MBrh. 195, p. 55, 1. 20-р. 56, 1. 3 defines the јан: srutigraha- 
зуағайізатаһа) jàyante jatayah. ato jdtaya ity ucyante. yasnaj 
72 уше rasapratitir arabhyata iti jatayah. athava sakalasya ragader 
janmahetutvaj jataya itt. yad và јйауа iti játayah. yatha таға nam 
бта hmanatvádayo jatayah. Suddhas ca vikytāś сайат airapi jatila- 
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Калан, КЕ Баден the jatis originate from a collection of micro- 
intervals (srutz), Initial notes (graha), notes (or: intervals, svara), 
ёк; they are called jatis (birth, production). Because the insight 
into the sentiments (rasa) is produced and attained, they are jatis. 
Or, they аге 72/45 (production) because they cause the origin of all 
гар as, etc. Since they are ‘birthgiving’ (48) they are jätis. The 
jatis are like brahmanhood and the other classes (jatis) of men. 
They are pure (Suddha) and modified (vikta). Now also the char- 
acterization of the jàtis". Cf. Daniélou, Textes des Purana, р. 137, 
note т. The term graha (initial note) occurring in this definition is 
one of the ten characteristics (laksana) of the ЗАН, mentioned 
Datt. 55, 56 and explained Datt. 57-61. 

MBrh. probably borrowed this rasa theory from Bharata, who 
describes BhN. 29, 1-16 (Bombay ed.; Ghosh, Transl. ЇЇ, p. 29-31) 
the special vasas of each jati. In BhN. the music is treated as a part 
of the nafya or dramatic art, the main purpose of which was to 
evoke certain fixed rasas or sentiments. Bharata's system contains 
eight rasas, viz. love ($ragára) heroism (vira) disgust (bibhatsa), 
fury (vaudra), mirth (hàsya), terror (bhaya naha), pity (karuna) and 
wonder (adbhuta) four of which, love, fury, heroism and disgust, 
being the original sentiments. Cf. BhN. 6, 39-41 (Bombay ed. 
p. 63); Ghosh, Transl І, p. 107, ch. 6, 38-41. The application of 
тараз in Bharata's rasa-system may be compared to the practice 
of modern Indian тараз, "in which the particular melody-types 
were meant not only to create a sentiment appropriate to a situation 
in а play, but also to act on the hearers emotion in such a way 
that they might experience in imagination the particular situations 
described in isolated songs as well" (Ghosh, Transl. П, p. 29, 
note 2). For ће continuation of the rasa idea in modern Indian 
тараз see W. Kaufmann, Rasa, Raga-mala and performance а 
in North Indian Ragas, іп: Ethnomusicology 9 (3), 1965, Р. 272-291; 
S. M. Tagore, The eight principal rasas of the HEN ада 
1880. For general literature оп the rasas see comm. Datt. p. 100. 


According to Bharata the jatis are connected with the following 


sentiments: 544% with heroism, fury and wonder, cf. BhN. 29, 2 


(Bombay ed.; Ghosh, Transl. IL, p. 29): MBrh. 2 92, p. E IO; 
àrsabhi with heroism, fury and wonder, like 544), cf. B z 2 
(Bombay ed.; Ghosh, Transl. II, p. 29); MBrh. pa P. т, Y : 
naisádi with pity, cf. BhN. 29, 3 (Bombay ed ; Ghosh, . 
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П, p. 29); MBrh. 252, р. 71, L 23; Алатай with disgust, terror and 
pity, cf. BhN. 29, 4 (Bombay ed.; Ghosh, Transl. II, р. 29-30); 
MBrh. 252, p. 71, 1. 15 mentioning the heroism instead of the pity; 
sad jakaisiki with pity, cf. BhN. 29, 3 (Bombay ed.; Ghosh, Transl. 
П, р. 29); MBrh. 252, p. 72, ll. 7-8; sadjodicyavatt with love and 
mirth, cf. BhN. 29, 1 (Bombay ed.; Ghosh, Transl. II, p. 29); 
MBrh. 252, p. 72, 1. 18; sad ;jamadhyá with all sentiments, cf. BhN. 
29, 10 (Bombay ed.); Ghosh, Transl II, p. 30, ch. 29, тї; MBrh. 
252, р. 73, ll. 4-5; gandhari with pity, сі. ВАМ. 29, 6-7 (Bombay 
ed.); Ghosh, Transl. II, p. 30, ch. 29, 7; MBrh. 252, p. 73, 1. 20; 
ғамара ndhàri with pity, like gandhari, cf. ВАМ. 29, 6-7 (Bombay 
ed.); Ghosh, Transl. II, p. 30, ch. 29, 7; MBrh, 252, p. 74, ll. 9-10; 
ра ndhàá rodicyavá with heroism, fury and wonder, cf. BhN. 29, 9 
(Bombay ed.) Ghosh, Transl. II, p. 30, ch. 29, 01.: madhyamo- 
dicyava with love and mirth, cf. BhN. 29, 8 (Bombay ed.); Ghosh, 
Transl. II, p. 30, ch. 29, 8f.; madhyama with love and mirth, see 
madhyamodicyava; pañcamī also with love and mirth, see madhya- 
modicyavà; ра ndhárapasicam: with love and mirth (gàndhàrapaü- 
cami is erroneously transcribed by Ghosh, Transl. II, p. 30, ch. 20, 
8f., as gandhari and paficami); cf. BhN. 20, 7-8 (Bombay ed.); 
dndhri with heroism, fury and wonder, cf. gandhdrodicyava; 
nandayanti with love and mirth, cf. madhyamodicyava; karmaravi 
with heroism, fury and wonder, cf. gindhdrodicyava; дат with 
disgust and terror, cf. BhN. 29, 10 (Bombay ed.); Ghosh. Transl. 
II, p. 30, ch. 29, 9 f., erroneously mentioning the furious sentiment 
instead of the terrible (terror). 

The rasa of а јан is connected with the dominant (аа) of this 
јан. Cf. BhN. 17, тоо-тот (Bombay ed., р. 187); Ghosh, Transl. I, 
р. 346, ch. 19, 38-40; ВҺМ. 29, 11-15 (Bombay ed.); Ghosh, Transl. 
II, pp. 30 ff., ch. 20, 12-15; BhN. 20, x3 additional verses (Ghosh, 
Transl. II, р. 31, ch. 20, 16ka-kha). The rasas relate to the seven 
notes, which each of them may effect some special sentiments, 
viz...: 

sadja (d): heroism, fury and wonder. 

rsabha (e): heroism, fury and wonder. 

сапа ra (f): pity 

madhyama (g): mirth and love 

paficama (a): mirth and love 

dhaivata (b): disgust and terror 

nisada (с): pity 
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For the UE of | the seven notes see also MBrh. 83, p. 19 and 
84-85, p. 20; SarnSR. I, 3, 59-60. 

It is interesting to compare the Indian rasa theory of the jatis 
with the Greek theory of the ethics of the apnovie (cf. Plato, 
Republic 398е-399с; Laches 1884; Aristoteles, Politics VIII, 7, 
1342b; see also Euripides, Bacchae 58, 159; Iphigenia Aulica 577; 
Troades 544), although we must be aware of the fact that the 
meaning of the &puovía. remains uncertain, since the relation of 
the Greek octave species, which have the same names as the 
éppovier, and the &puovíat is not clear (cf. comm. Datt. 21-20, 
murcchana, р. 132f., where some general literature on the Greek 
modes is mentioned; cf. also M. Wegner, Das Musikleben der 
Griechen, Berlin 1949, pp. 118f.; E. M. von Hornborstel, Tonart 
und Ethos, in Festschrift für Joh. Wolf, Berlin 1929, pp. 73 ff.). 
According to Plato, Republic 398e-399c the Mixed Lydian and 
Hyperlydian (мЕоХобюті xal соуутоуодобііоті) are modes that 
express sorrow (Өрууобекс &ppovia), Ionian (істі) and certain 
Lydian (Au8to«l) are slack (xaÀepat), express softness and are used 
at drinking parties, Dorian (8wpoti) and Phrygian (ppvycort), 
respectively, are the modes of a "brave тап” (& удрєіоџ), and of 
a man who behaves always “with wise restraint" (воФрбуос те 
xoi џєтріос̧). Plato, calls, Laches 188d, the Dorian mode the 
only real Greek mode. According to Aristoteles, Politics VIII, 7, 
1342b the effect of the Phrygian dppovie is comparable to the 
effect of the sound of an aulos, which is "religious excitement and 
general emotion" (ópyuxorux& xal тобы) and “Dionisiac 
frenzy, and all such agitations of the mind" (mis yàp Poxyela xoi 
nca $ taast xlvnors); the Dorian is “the gravest and the most 
expressive of а temper of fortitude” and, as it has а middle position 
between the extreme &gyuoviat (rd џёсоу тфу олерролёу), it is most 
fitted for the education of the youth; the Lydian 5 most fitted for 
children “by virtue of combining the attraction of beauty with 
some instructive power" (8:0 тё Suvacbar хбороу т Eyev ара xai 
лодбеіху); in Eunpdes, Bache 159: Еч сш praise 
Dionysus with Phrygian cries (¿v gpuytetot рос), ' I 

uN ra irn to Plato and Aristoteles rn nm 
the Dorian mode (starting from e?), is also ed. 2 à) 
three sentiments, connected with the ancient Indian chr ШЫ 
and ri (e). Тһе orgiastic charactef, which according to Aristo 
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applies to the Phrygian mode (starting from d?), might be compareq 
to the Indian furious sentiment, which is one of the sentiments 
ascribed to sa (d) and ri (e). Plato, on the other hand, states that 
the Phrygian mode is the mode of a wise man! The pathetic senti- 
ment, which is mentioned by Aristoteles as one of the sentiments 
of the Phrygian mode, is, according to the Indian theory however, 
connected with the notes ga (f) and ni (c). The troublesome character 
of the Mixolydian (starting from b ?) and the Syntonian (?) modes, 
mentioned by Plato, might correspond to the Indian odious and 
terrible sentiments, ascribed to the note dha (b) We should, 
however, not infer too much from a few resemblances, not only, 
because the ethic theory of the Greek &рџоміо: is rather uncertain, 
but also, because we know almost nothing about the exchange or 
mutual influence of the two ancient musical cultures. 
jati and raga. 

One of the most important problems of classical Indian music 
theory which await a solution, is the relationship of jat and ғара 
The problem would be less complicated, if we could simply call 
the 748 an old name or a forerunner of the ға ga, the melodic pattern 
of modern Indian music. The terms 740 and raga, however, occur 
side by side in the old sources of literature and music. 

NarS. т, 2, 7 defines the grámara' ga: svarara gavisesena gra mara gà 
itt smrtah, "According to the tradition, the gràmarágas exist by 
(as) a distinction of the svararágas". The structure of seven grama- 
тараз is explained NarS. т, 4, 5-11: rsabhotthitasadjahato dhaiva- 
tasahttas са файсато yatra | nipatati madhyamaráge tam wisa dam 
sangavam (read: sádavam) тауа? || 5 || yadi файсато viramate 
ga ndhàras cantarasvaro bhavati | rsabho nisddasahitas tam paricamam 
ачаузат vidyat || 6 || gandhdrasyddhiyatnena nisádasya gatagatath | 
dhaivatasya ca dawrbalyán madhyamagra mam ucyate || 7 || Tsat 
sprsto таза das іш gamdhàras cádhiko bhavet | dhaivatah kampito 
yatra sadjagra тат tu mirdi$et || 8 || antarasvarasamyuktà kákalir 
yatra dr$yate | tam tu sddharitam vid yat райсатаѕіћат tu kaisikam 
l| 9 || Каат bhávayitvà tu svaraih sarvaih samantatah | yasmat 
tu madhyame nydsas tasmat kaisikamadhyamah || xo || kakahr 
drsyate yatra pradhanyam райсатаѕуа tu | kasyapah kaisikam 
Praha madhyamagra masambhavam || xx ||, ‘(That one], whose 
rsabha is risen, which is deprived of sadja, and where paficama, 
together with dhaivata, falls down (that means: paficama is 
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lowered one sruti) in the madhyamaraga (= madhyama grama), 
must be considered to be hexatonic nisdda (5). If pañcama is the 
final note, and gāndhāra Б the antarasvara (= f sharp), if rsabha 
15 connected with nisada, it is considered pentatonic (audría = 
audava) pancama (6). When gàndhàra and nisáda very eagerly 
come and go (that means: ga and ni are often skipped over and 
may be left out in the pentatonic or hexatonic forms of this mode; 
cf. BhN. 28, 128-130; Ghosh, Transl. II, p. 26), and when dhaivata 
is weak (that means: occurs rarely; daurbalya = albatvya = weak- 
ness or reduction, cf. BhN. 28, 95; Ghosh, Transl. II, p. 22), it is 
called madhyamagra ma (7). When пїзаЧа is softly touched (that 
means: nisada is a passing note, which may easily be left out, cf. 
BhN. 28, 103-104 (Ghosh, Transl. II, p. 24)), when gàndhàra occurs 
frequently (adhtka = bahw, cf. BhN. 28, 95 (Ghosh, Transl. II, 
p. 22); cf. also ВАМ. 28, 103-104 (Ghosh, Transl. П, p. 24), where, 
in the sadji jati, gandhàra is amplified), when dhaivata is kampita 
(a, special kind of trembling note, cf. BhN. 29, 48 (Ghosh, Transl. 
П, p. 36); Datt. 107), one must define it as sadjagrama (8). When 
kákali [ni] (с sharp) appears together with antarasvara (f sharp), 
one must consider it sddharita, when it is based on paücama, 
kaisika (9) After having produced kaisika completely, with all 
notes (cf. ВАМ. 28, 112-114 (Ghosh, Transl. H, p. 25), where 
sadjakaisiki is called “a complete jati”), it is kaisikamadhyama, 
because the final note (пуӣѕа) is on madhyama (го). Where kakali 
[ni] (c sharp) is seen, and where is prevalence (fradhànya = bahutua, 
сі. BhN. 28, 95 (Ghosh, Transl. II, p. 22 "amplification") of рай- 
cama, Ka$yapa (an old authority on music, referred to by many 
authors) speaks of the аға, originating from the madhyama- 
gràma (rj ". 2 een 
Five of these grdmardgas, viz. madhyamagrama, sadjagrama, 
sádhàrita, райсата and kaisika, are mentioned BhN. 32, EE 
(Bombay ed.) in connection with the dhruva songs: muk Я E 
madhyamagrámah | sad jah pratimukhe bhavet | "ld | = 
s . ~ 1% : 
garbhe vimaráe сайта файсатат || 435 l| a$ kam : (дее ү == 
ganalm] nirgrahane budhaih |, "In the ор émngioth e SET “ле 
should be the songs of the madhyama granit, Gies pt ч oe 
sion, the overlapping in the development, (ара? IL : 156, 
and kaigika(ki)in the conclusion" (Ghosh, 11 Ера 
ch. 32, 485-486). Bharata, however, does not 
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grámarágas, but ganas. BhN. 32, 441 (Bombay ed.) gana is defined: 
pü rnasvaram vadyavicitravarnatristha naga mi trilayam trimargagam 
| raktam samaslaksnam alamkriam ca mukham prasastam madhuram 
ca ga nam ||, "That which includes full notes, varnas, is embellished 
by instruments, relates to the three voice registers, has three yatis 
and three mdtvas, gives joy, is harmonious (sama) and delicate, 
contains alamkdras, is performed with ease, and has sweetness, 
is called а song" (Ghosh, Transl. II, p. 156, ch. 32, 492). Six of 
these characteristics, viz. pürna, rakta, sama, Slaksna, alamkrta 
and madhura, are also mentioned by Narada, who enumerates, 
NarS. т, 3, 1 the ten qualities (gua) of the gana raktam purnam 
ајапЕтат prasannam vyaktam vikrustam Slaksnam затат suku- 
тағат madhuram it gunah |, "The qualities (guna) are: pürna, 
TP #a 

NarS. 1, 3, I defines pürna: Фғтат nama svarasrutipiirana’c 
chandahpadd ksarasamyogat pirnam йу ucyate, “Тһе term pürna 
[is used], because it contains all notes (suara) and micro-intervals 
($ruti) and combines metres (chandas), quarters of verses (pada) 
and syllables (aksarva). This is called purna (complete); rakta: 
taira raktam nama venuvinásvara па т ekibhave raktam ity ucyate, 
“The term rakia [is used], because of the unity of notes of both 
flute (venu) and lute (vna) This is called rakta (lovely); sama: 
батат namdva panirvapapradcsapratyantarastha nanam ѕатаѕаћ 
samam ity ucyate, “The term sama means: the combination of 
positions [of the hand indicating the rhythm], dvapa, nirvapa, 
$radesa and pratyantara (cf. comm. Datt. 118-120, a@vapa, mskrama, 
fraveSa(ka) and viksepa and ВАМ. зі, 31-37 (Ghosh. Transl. Il, 
р. 57-58). This is called sama (equal)"; Slaksna: slaksnam nama 
(read nama) drutam  avilambitam uccanicaplutasamaharam | helata- 
laupanayanádibhir upapadana bhih Яакѕпат ity ucyate., “The term 
Slaksna means: a collection of high and low plutas (long syllables 
of three mdtras or units of time), [in a] quick and not slow [speed], 
with eà (in dramatic art one of the 20 natural graces (ѕаѓоаја 
alamká ra), сї. Monier-Williams, Dictionary, s.v. hela p. 1305, col. 2), 
tala (rhythm) апд upanayana (introduction, application??), etc. 
which are effecting. This is called slaksna (501); alamkrta: 
alankriam namorast sirasi kanthayuktam ity alankriam, “Тһе term 
alaükria means: that which is connected with the chest, the head 
and the throat (the three registers, see comm. Datt. 8 sthana). 
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This is alankyta (decorated); madhura: madhuram nama svabhá- 
vopanitalalttapada Rsaragunasamrddham madhuram ity ucyate, “Тһе 
term madhura means: that which is abundantly endowed with 
natural and graceful words, syllables and qualities. This is called 
madhura (sweet). 

| Тһе term gana occurring in the older texts, including the Nāra- 
diya Siksa, may refer to the melodies to which the hymns (saan) 
of the Samaveda were sung, and which are contained in the four 
manuals for chanting, viz. the Geyagana, the Aranyagana, the 
Uhagana and the Uhyagana. (For the Mss. of these music notations 
see R. Simon, Die Notationen der vedischen Liederbiicher, in: 
W.Z.K.M. 27. Band, Wien 1913, p. 305-347). 

Other occurrences of Nárada's seven gramaragas are: In 
Markandeyapurana 23, 49-61 (cf. Daniélou, Textes des Purana, 
р. 106-107; Prajüànananda, Analysis of music in the Màrkandeya- 
purana, in: J.M.A.M. 29 (1958), p. 135); the Kudumiàmalai Rock 
Inscriptions, caused to be inscribed by Ràma Varman Maharàja 
(cf. R. Sathyanarayana, The Kudimiyàmálai Inscription on Music, 
Sri Varalakshmi Academy Publication Series no. 3, Mysore 1957); 
SamSR. 2, І, 8-9: seven $wddha grámaragas, viz. $uddhakaisika- 
madhyama, Suddhasddharita, sadjagrdma, файсата, тааһуата- 
grama, sádava and Ssuddhakatsvka. 

Some of Nàrada's руа тағйраз, five of which were mentioned 
by Bharata as рйпаз connected with the dhruvd songs, also occur 
in other chapters of the NatyaSastra, though in quite a different 
connection. The sadja- and madhyamagrama occurring BhN. 28, 
25-29 (Bombay ed.; Ghosh, Transl. П, pp. 6-9, ch. 28, 23-28) are 
tone systems (gràmas), that is to say: methods of arranging the 
notes or intervals (svaras) and micro-intervals (#rs#s) within the 
range of the octave (saptaka). Sddharita may be connected with 
the overlapping (sadhárana), discussed BhN. 28, 37 (Bombay ed.; 
Ghosh, Transl. II, p. 13, ch. 28, 344; cf. comm. Datt.46-47), as 
a special quality of notes (svarasadharama) or of modes (gitisadha- 
fana) Bharata’s treatise does not conta.n a characterization ^ 
the five gams (ог gramardagas) mentioned BhN. 32, 435-43 
(Bombay ed.). 

Some of Bharata's jätis, how 
grámaragas. Nàrada's nisuda sangav 
to the hexatonic form of the "415441 


ever, correspond to Nàrada's 
a (= sddava) тау be compared 
jati in ВАМ. 28, 121 f. (Bombay 
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ed.; Ghosh, Transl. II, p. 25, ch. 28, ІІІ f.); файсата audréq 
(= audava) to the pentatonic form of the $aficami )ай іп BhN. 
28, 143-145 (Bombay ed.; Ghosh, Transl. П, p. 27, ch. 28, 132-134); 
madhyamagra ma to the madhyama јан in BhN. 28, 139-141 (Bom. 
bay ed.; Ghosh, Transl II, p. 26, ch. 28, 128-130), sadjagra ma 
to the өй jati in BhN. 28, 112-114 (Bombay ed.; Ghosh, Transl. 
II, p. 24, ch. 28, 103-104); kaisika to the sadjakatstkt јан in BAN. 
28, 123 f. (Bombay ed.; Ghosh, Transl. П, p. 25, ch. 28, 112-114) 
and kaisikamadhyama to the Рай тап in BhN. 28, 156-159 
(Bombay ed.; Ghosh, Transl. II, p. 28, ch. 28, 146-149). 

Four of the seven gramaragas are defined by MBrh. 318, and 
comm. pp. 85 f.: suddhasddaba, 319 and comm. p. 86: suddha- 
sddharita; 320 and comm. рр. 86 f.: $uddhakaistkamadhyama;, 32x 
and comm. p. 87: Suddhakaisika. For elaborate descriptions and 
music examples of the seven $uddha ра таға раз see багп SR. 2, 
2, 21-23ab and рр. 23 f.: suddhasddharita; 2, 2, 27-30: sadjagrama; 
2, 2, 30-32: Suddhakaisika; 2, 2, 67-70: madhyamagra та; 2, 2, 
74-76: sádava; 2, 2, 97-99: Suddhakaisikamadhyama, 2, 2, 148-150: 
Suddhapancama. 

The fact that Bharata did not specify the grdmaragas, but 
described the jatis in details, led some authors to think that the 
játis were the forerunners of the rágas. Cf. Prajianananda, What 
are the jatis as described in Bharata's Natyašastra n, in: J.M.A.M. 
33 (1962), p. 122: “Bharata discussed about the rágas іп the terms 
of jatis...’’ and p. 123: "Now, from the reference of the Ramayana 
it is evident that the 32075 were the parent or basic ragas and they 
were the forerunners or precursors of all the later уа раз, marga 
and 4е%”. Ramayana I, 4, 7 ff. (crit. edition) referring to seven 
jatts without mentioning their names is, however, no clear evidence 
of Prajfianananda’s statement. The name ба Ра occurring in the 
. Ramayana (5, г, 158; cf. Р. C. Dharma, Musical culture in the 
Ramayana, in: Indian Culture 4 (1937), pp. 447 and 450) may 
indicate a grámara'ga. Prajfiandnanda’s conclusion: “Не (Bharata) 
also admitted the fact that the jatis were the source or fountain head 
of gra mardgas and other kind of rágas: játisambhütatea d. gramara- 
Бап” (Prajiànananda, What are the jatis..., p. 122) тау have 
been based оп MBrh. 322, p. 87, ll. o t.: tathd cáha bharatamunih 
—jatisambhi {айай руатағара пат iti, “The great muni Bharata 
Said: "because the gamas have arisen from the játis' ".(I have not 
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been able to find Bharata's words, as they are quoted in the 
MBrh., in the Bombay and Baroda ed. of the Nàtyasastra) From 
this quotation we should not deduce that, in the history of music, 
the jätis were the first modes and that the grámarágas sprung from 
them. It is more likely that Bharata classified the old melodies, 
the ganas or gramarágas, mentioned in the ancient sources of 
literature and music, and arranged them into a system of jatzs or 
original modes. The term j4H, which means "birth" or "origin", 
is а universal term for "class". It is also used in connection with 
special ways of playing the stringed instruments (cf. BhN. 29, 
75-77, Bombay ed.; Ghosh, Transl. II, p. 43, ch. 20, 105-107) 
and with special ways of playing the covered instruments or 
membranophones (cf. BhN. 34, 148-170, Baroda ed.; Ghosh, 
Transl. II, p. 178-182, ch. 33, 129-169). 

The 74/45, discussed BhN. 28, 39-159 (Bombay ed. ; Ghosh, Transl. 
II, р. x4ff. ch. 28, 38-149), may be qualified as modes, since 
they contain the essentials of modes: viz. final note, dominant, etc. 
They even surpass the modes of European music as to the number 
of the essentials: The jätis are determined by ten characteristics 
Uaksana), viz. initial note (graha), dominant (assa), higher register 
(të ға), lower register (mandra), final note (nydsa), secondary final 
note (apanya sa), rareness (alpatva), prevalence (bahutva), hexatonic 
form (544ата) and pentatonic form (audava). Cf. BhN. 28, 74-roo, 
Bombay ed.; Ghosh, Transl II, pp. 18 ff., ch. 28, 74-100; Datt. 
55-61; MBrh. 195-197, р. 56; ЅатӣЅК. т, 7, 29-30 mentioning 
thirteen Jaksanas, including the samnydsa (ie. the final note of 
the first section of a song; cf. Datt. r4x and comm. Datt. 55-61, 
Ghosh, Transl. II, p. 24, note 101-1051), the vinydsa (ie. the final 
note of the verbal themes or padas in the division of the song, 
сі. Ghosh, Transl IL, p. 24, note ror-105'; comm. Datt. 55-61) 
and the antaramárga (ie. the intermediate note; cf. багі5К. І, 7, 
52-53; Datt. 147 and comm. Datt. 55-61). Bharatas system of 
jātis was adopted by later authors. So MBrh. and SariSR. jui 
start their тара descriptions by mentioning P articular HOS 25 DE 
origin of the гара to be described. If special |4415 are d 
the origin of a particular raga, this means that the raga 16 e 


wi haracteristics of these jätis. 
EE E hich, as far as they were not arranged 


The grámara gas, however, W | | 
into the system of jatis, were only briefly mentioned by Bharata, 
: 12 
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were systematized by later authors. Among the great number of 
gitira gas in the MBrh. we find Bharata's five ganas or gràmarágas, 
classified as suddha or coksa (ie. pure) gitirágas. In connection with 
these suddha gitiragas MBrh. 322, p. 87, ll. 17-22 quotes BhN. in a 
version, which differs from the Bombay ed. (32, 435 f) and the 
Baroda ed. (32, 428 Ё): tatha cala bharatah—mukhe tu madhyama- 
pramah sadjah pratimukhe bhavet | garbhe sàdhá rita$ caiva vamar£e 
+ fu paticamah || samháre kaistkah proktah purvarange tw sadabah | 
citrasyastadasa ngasya tv ante kaisikamadhyamah || Suddhandm 
viniyogo "уат brahmanà samudá hríah |, “Bharata said: ‘In the 
opening (mukha) there is the madhyamagra ma, in the progression 
(pratimukha) there is sadja|gra та, in the development (garbha) 
sadhàrita, іп the pause (avamarSa) фраЯсата. In the termination 
(samhára) katstka is produced, in the prologue (ффтағаяра) sádaba, 
at the end of the 18 variegated limbs there is katsthamadhyama. 
This is the application of the pure (suddha) [gitiragas], which is 
promulgated by Brahman' ". According to this quotation Bharata 
should have known seven melodies or modes instead of five, 
including katstkamadhyama and sádava. These seven melodies 
correspond to Narada’s gra maragas, if we understand Bharata's 
paricama as файсата audava and sddaba as nisada sadava. The 
word $wddha (pure) though not occurring in the Bombay and 
the Baroda editions of the BhN., suggests that in Bharata’s time 
there existed other melodies, which were not $wddha. 

These other kinds of gramardgas are mentioned by Matanga, 
who describes MBrh. 285-290, p. 82 several systems of classification: 
MBrh. 285-287 a system of seven charming (manohara) gitis, viz.: 
Suddhagiti, bhinnakd, gaudiká, rāgagīti, sádhárami рін, bhasagite, 
wibhasad; MBrh. 288 Yàstika's (Yastika, an ancient authority оп 
music; cf. V. Raghavan, Some names in early samgita literature, in 
Sangeet Natak Akad. Bull 5 (1956), p. 25) system of буе дїй, 
viz. Suddha, bhinnd, vesarà, ранда, sadharita (Matanga may have 
borrowed these two systems from Dirgaéakti, who is also an 
ancient authority on music; cf. Raghavan, Some names, p. 25); 
MBrh. 289 Yàstika's three additional gitis, viz.: bhdsd, vibhasa 
and antarabhdasika; cf. also MBrh. 290: “the bhdsdgiti and the 
viblásá are also mentioned by Matanga, the bháságiti is also studied 
by Sardüla" (also an ancient authority on music; cf. KuSR. p. 678). 

In the BhN. the term git! merely indicates special rhythmic 
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precede ЕЕ methods of performing а song (cf. comm. Dat. 
2370240; Ghosh, Transl. II P. 39, note 762; h 

; | , Р. 39, сп. 29, 
77-81; p. 156, ch. 32, 488-491). In the MBrh, the term gitiis ambi- 
guous. Sometimes it is used in the same sense as in the BhN. (cf. 
MBrh. x71 f., p. 49; MBrh. 175, р. 49: the four gitís and the three 
styles (vrtí); MBrh. 175 f., p. 50: the number of kalās (ie. units of 
time) in the four gifis; MBrh. 177 f., P. 50: the long (guru) and 
short (laghu) syllables (aksara) in the four gitis; MBrh. 289: Bha- 
ratas four gītis). At another time, however, it also indicates a class 
of grámarágas (cf. for instance MBrh. 291-308, p. 82-84, describing 
the seven types of gitis, ie. grámarágas, viz.: coksd (= $wddha), 
bhinnà, санай, rágà, sadhárana, bhasd and уй Жаза), 

The coksd or $uddhà рін is defined MBrh. 291-292: idānīm 
sampraksyámi ra galaksanam uttamam | талата mandrais са tárais 
са rjubhir lalitath samaih || 29x || svarais ca srutibhih рата coksá 
gttsr wláhrtà |, "Now I will inquire into the principal character of 
the ға gas That which is soft (mandra) and complete (pärna), with 
notes (suara), which are low (mandra) and high (td ға), which move 
in regular order (ru) which ате lalita (ie. a particular alamkd ға 
or grace; cf. SáàrnSR. 1, 6, 49 f.) and sama (i.e. a particular alasnká va; 
cf. comm. Datt. 106b) and with srutss, is called pure (coksa) giti”. 

The bhinnà gii is defined MBrh. 202 f.: s&ksgmai$ ca pracalatr 
vakrair ullàsita (?) prasaritaih (read: ulld sitaprasaritath) || lalstats 
táàramandrais ca bhinna gitir udāhrtā |," That which contains subtle, 
tremulous [notes], which move in a crooked order (vakra) and which 
are produced with wild sitas (i.e. a particular alamkara, Сі. SarnSR. 
I, 6, 62 £.), which аге lalita (ie. a particular alamkara; see above), 
high and low, is called irregular (па) git. | 

The gauda рі is defined MBrh. 297: зата ksará sama casa 
káryárohávarohini | avi$rámena tristhane gaudi gitir udàhrtà || 297 ||, 
"That which has equal syllables, which is practised equally ascend- 
ing and descending, without rest, in three registers, is called gaudi 
grt?’ (in literature gauda indicates а special style of poetry, viz. a 
bold and spirited style; gauda is also the name of the central part 
of Bengal). 

The rágágii is defined MBrh. ts 
prasannaty aurasath samath | rañjakath surasandarbhat та арїйу 
udalyta || 300 ||, “That which has [notes], which are сз ізі а 
particular alamkara; see above), gamaka (in later texts, for instance 


300: lalitasr gamdais citrath 
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SamSR. 3, 87-97, this term indicates special ways of producing 
a note; cf. Pandit Ratanjankar, Gamakas in Hindustani music, іп: 
J.M.A.M. 31 (1960), pp. 94-107; H. S. Powers, The Background 
of the South Indian Raga-System, І, p. 125f.; cf. also comm. 
Datt. r06cd-107a, pp. 313-316 in connection with alamkdva and 
gamaka), which are variegated, bright, produced from the chest, 
sama (ie. a particular alamka ra cf. comm. Datt. 106b), charming 
and composed by а sura (i.e. a god or wise man), is called passionate 
(ғара) git. 

The sadháranà рін is defined MBrh. 302-303: rjwbhir lalitash 
kiñcit stiksmdst ksmai$ са suśravaih | isaddrutai$ са  kartavyá 
myrdubhir lalitais tatha || 302 || prayogatr masrnath süksmaih haku- 
misrath swyojilaih | svaraih сайла тапа pitty gittynath samudá hrià 
|| 303 || evam sddharand jñeya sarvagittsamasraya |, “That which 
has to be produced with applications іп regular order, which are 
rather gentle, very fine, pleasant to the ear, slightly quick, soft 
and (а а (a particular alamkara; see above) (302) and with notes 
which are smooth, fine, mixed with cries and rightly produced, 
is called universal (sddhdvand) ри. In this way the sadharana 
[211] is considered to be connected with all griis”. 

The bhasa рін is defined MBrh. 304-306: фғауораіт gatrajath 
Slaksnath kdkurakiath suyopttath || 304 | kampitath | komaiasr 
diptair mdlavt kd Runanuttash | lalitath sukumárai$ са prayogat$ са 
susamyatash || 305 || bhdsd gitth затағһуаша esa gitivicaksanath | 
yatha vat rajyate lokas tathá vat samprayujyate || 306 ||, “That 
which, coming from the Malava country, is full of applications 
produced by the gatravind (cf. NarS. r, 6, 1f.), which are soft, 
charming with cries, rightly produced (304), kampita (i.e. in ancient 
texts a particular alamkara, in later texts a particular gamaka; cf. 
comm. Datt. ro6cd-ro7a), sweet, brilliant, with sounds full of 
cries, lalita (a particular alamkára; see above) delicate and well 
composed (305), is called vernacular (Маза) giti. It is applied by 
connoisseurs of 2:8 on occasions, when people are delighted (306)". 

Тһе wibhdsd giti is defined MBrh. 307-308: lalitair bahubhtr 
diptath kampitair aurasath samaih taratitarair masrnair madhye 
madhyamadipitath || 307 || gamakaih $rotrasukhadair lalitais tu 
yadrcchayá | vibhdsdgitis tu samyojya yathd loko 'nurajyate || 308 ||, 
"With many lalita (see above), bright, kampita (see above) gamakas 
(see above), which are produced from the chest, which are sama 
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(see above), high or very high, smooth, brilliant by the madhyama 
in the middle register (307), pleasant to the ears, and spontaneously 
lalita (see above)—the brilliant (vibhdsa) ЕШ has to be applied, 
where people are impassioned (388)”. СЁ SaraSR. 2, 1, 2-7 describing 
five Suddha gitss, viz. $uddhà, bhinna, gaudi, vesará and sadharani. 

Each type of giá contains several grürágas. Cf. MBrh. 309-311, 
p. 84: ragasamkhyocyate 'dhuná | файса coksah samakhyatas tatpra- 
manas ca bhinnakah || 309 || gaudá's trayas tu kathita rágás cdstau 
prakirtita h | sapta sadhà vanáh prokta bhásás caivatra 5о4а4а || 310 || 
dvadasaiva vibhasah syur..., "Now the number of rdgis will be 
mentioned. Five coksa are counted, the same number of bhinnaka 
(309), three gauda are mentioned, eight rdga (this type of giti is 
also called vesara; cf. MBrh. 338-339, р. 94, ll. 8-12) are recorded, 
seven 54474 ana and sixteen bhdsa are mentioned (310). There are 
twelve vsbhása...''. 


The five coksa or $uddha gittragas are explained: 
Suddhasadaba MBrh. 319, p. 85, L 20-р. 86, l. 5; SarnSR. 2, 2, 74-76. 
uddhasadharita MBrh. 319-320, p. 86, ll. 7-14; SarnSR. 2, 2, 21-23. 
Suddhapaficama MBrh. 319, p. 86, ll. 5-6; SàrnSR. 2, 2, 148-150. 
Suddhakaisikamadhyama MBrh. 320-321, p. 86, ll 15-23; 

SarnSR. 2, 2, 97-99. 
$uddhakaiSika MBrh. 321-322, p. 87, ll. 1-9; SarnSR. 2, 2, 30-32. 

The five bhinna gsüra gas 

bhinnasadja MBrh. 324-325, p. 88, 1. 20-р. 89, l. 7; 
SarnSR. 2, 2, 79-81. 
bhinnapaficama MBrh. 325-326, p. 89, Il. 10-18; SarnSR. 2, 2, 82-85. 
bhinnakaigikamadhyama MBrh. 328-329, p. 90, ll. 6-13; 
SàrhSR. 2, 2, 33-35. 
bhinnakaisika MBrh. 330-331, p. 91, ll. 1-12; SàrnSR. 2, 2, 37-39. 
bhinnandsika MBrh. 332-333, P. 92, ll. 1-8; 
(= bhinnatana: 5415 К. 2,2, 3537). 
The three раидар ға gas: 
audapafi MBrh. 334-335, р. 92, l. 18-р. 93.1. 4; 
Vila cese = SarnSR. 2, 2, 42-45. 
gaudakaisika MBrh. 335-336, P. 93, ll. 5-16; S&rüSR. 2, 2, 45-47. 


а 151 dhvama MBrh. 336-337, P. 93 L 17-Р. 94, 1. 3; 
pee GàrnSR. 2, 2, 40-42. 
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The eight vesara- or ғарар тараз: (сі. MBrh. 339, p. 94, 1. 12) 

takka(raga) MBrh. 339-340, p. 94, 1. 18-p. 95, І. 3; 

SarñSR. 2, 2, 90-92. 
sauviraka MBrh. 340-341, p. 95, ll. 4-12; SarmSR. 2, 2, 120-122 
malavapaficama MBrh. 341-342, р. 95, ll. 13-21 ; SarmSR. 2, 2, 53-55 
vesarasadaba MBrh. 342-343, p. 96, L 22-р. 97, L 7; 
| SàrnSR. 2, 2, 48-50. 
botta(raga) MBrh. 343-344, p. 96, ll. 8-17; SarnSR. 2, 2, 50-52. 
(b)hindola(ka) MBrh. 344-345, p. 96, І. 18-p. 97, 1. 9; 

SamsSR. 2, 2, 93-96. 
takakaisika MBrh. 345-346, р. 97, ЇЇ. 10-23; SarmSR. 2, 2, 190-102. 
malavakaisika MBrh. 346-348, p. 98, 1. 1-11; SàrnSR. 2, 2, 71-73. 


The seven sadharanagitira gas. (сі. MBrh. 362-363, p. 103, ll. 7-12) 


sadjakaifika MBrh. 352, p. 99, ll. 6-7; SarmSR. 2, 2, 65-67. 
narta(raga) MBrh. 352-353, p. 99, ll. 9-18; SarnSR. 2, 2, 62-65. 
бака MBrh. 353-354, p. 99, 1. 19-р. 100,1 5; SàrnSR. 2, 2, 58-59. 
kakubha MBrh. 354-355, p. 100, ll 6-14; SàrnSR. 2, 2, 108-100. 
bhammanapaficama MBrh. 355-356, p. 100, ll 15-23; 
SàrnSR. 2, 2, 60-62. 

rüpasadharita MBrh. 356-357, p. ror, ll. 1-9; SàrnSR. 2, 2, 55-57. 
gàndhàrapaütücama MBrh. 357-358, p. ror, ll. 10-20; 

SarmSR. 2, 2, 103-105. 


In this context Matanga mentions three ragas which are not 
sadhd ranagitira gas, but upardgas (cf. SarhSR. 2, І, 15-16), viz.: 


ралсатазадабра MBrh. 358-359, p. xor, 1 21-р. 102, l. 6; 
SàrnSR. 2, 2, 86-88. 
revagupta MBrh. 359-360, p. 102, ll. 7-15; SarnSR. 2, 2, 100-102. 
takkasaindhava(raga) MBrh. 361-362, p. 102, L 20-р. тоз, L 6; 
SarnSR. 2, 2, comm. р. 143, ll. 11-12. 


The bhása- and vibhásagitira gas are discussed in a special chapter 
of the MBrh, the bkdsdlaksanam. The number of bhdsardgas, 
described in this chapter, surpasses the number mentioned MBrh. 
310, p. 84. MBrh. 366, p. 105, 1. ro-rz, quoting Yàstika, informs 
us about the origin of the blasa- and vibhdsara gas: gra mara g odbhava 
bhásá bhásábhyaé ca vibhdsikdh | ойһаѕа bhyas ca safijatas tatha 


— — — 


-ө%. m. 


йак шн I, “The bhásas spring from the grámarágas, the 
vibhagskas from the bhásas, the antarabhásas come from the pi- 
bhasas . 

Matang as gihirágas correspmd to Sarügadeva's grámara gas. 
According to SarnSR. 2,1, 8-0 there were seven suddha gra mara gas 
(instead of the five Suddha or coksa gtlivagas of MBrh. 309), including 
СЕ ы nr and the madhyamagráma, not mentioned by 
Matariga іп this context. The five bhinna grámarágas of SarnSR. 
2, I, 9-10 correspond to Matanga's bhinnagitirágas, the gauda 
gramaragas of SarñSR. 2, x, 10-11 with Matanga's gaudagrtirdgas, 
the eight vesara grámarágas of SamSR. 2, І, 1113 to Matanga's 
vesaragitirágas, the seven sádhárana gramardgas of SarnSR. 2, І, 
13-14 to Matanga's sádháramagrüirágas. Beside the grámarágas 
Sarngadeva distinguishes eight wfarágas, twenty rágas, fifteen 
bhásajanakarágas (according to Yastika) and a great number of 
бла sara gas, vibhásara gas and antarabhásara gas (cf. SarmSR. 2, т, 
15-47). It would carry us too far to enumerate the names of all 
these upara gas, bha sara gas, etc. | 

The gi&rága, which may be similar to g?íaraga, is defined MBrh. 
364, p. 103: nanu gitara ga(yoh ko) bhedah. ucyate. dasalaksamala- 
ksitam gitam va gasabdá bhidheyam. gitam caturangopetam. dhruva- 
yogát pancavidham, "What is the difference between gita and ға ga? 
It will be explained. A song (йа) which is determined by the ten 
characteristics is indicated by the word ғара. А gia (= ри) has 
four limbs (that means: four varieties, cf. Bharata’s four kinds 
of giti, BhN. 32, 488-491, Ghosh, Transl. II, p. 156). Because it 
is applied in the dhruvd (compositions) it is fivefold” (cf. BhN. 32, 
485-486, Ghosh, Transl. П, p. 156). In this context MBrh. 364, 
р. 103-104, quotes Kasyapa’s definition of the gramara ga: tatha 
са?а kasyapah—kvacid amšah ілесіп nyasah sa dabaudubtle hvacit | 
alpatvam са bahuteam са graha panyásasamyulam 1 mandratarau 
йла jüütvà yojaniyam  manigibhih | grümaraga h prayoktavya 
vidhivad daíarw pake ||, "Here the dominant (am ša), there the bins 
note (туйва), in another place hexatonic and pentatonic ie d 
and audubita), rareness (alpatva), prevalence (bahutva), initial note 
(graha), secondary final note (apanyása) and the lower (mandra) 

z. i be practised with knowledge 
and higher (ға) [register] have to be P e 
by the learned men. The grámaragas have 10 be applie а ing 
to the rules with the ten characteristics". In this way Matan ра 
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explains the ten characteristics of the gitvaga by comparing them 
with the ten characteristics of the gra maragas. These are the ten 
characteristics (laksana), which Bharata ascribes to the jätis, 

The above mentioned fivefold application of the gita in the 
dhruva compositions is explained by the same quotation from 
Kasyapa, MBrh. 364, р. 104, ll. 4-7: gánam файсалаһат yat tat 
ragair ebhth prayojayet || purvarange tu suddha syad bhinna фуаяа- 
vanásrayá | vesard mukhayoh karya garbhe gaudi vidhiyate || sadhá - 
ritavamarse syd[n mirgra]ame 5уйі sárvadà |, “The song (gama) 
which is fivefold may be practised with these r@gas: in the prologue 
there is the $uddha, in the introduction the bAinna, in the opening 
(the dual is strange!) the vesara is used, in the development (the 
climax of the drama) the рам is performed, in the pause sadharita, 
in the conclusion there are all kinds of ragas". So Matanga compares 
his five types of gitis which are the five classes of grira gas, with the 
five ganas (= grámarágas) to be applied in the dhruva compositions 
and described BhN. 32, 435-436 (Bombay ed.; Ghosh, Transl. II, 
32, 485-486, p. 156). He contradicts himself, as he already defined 
MBrh. 322, p. 87, П. 17-22 the five ganas as $uddha, which is the 
first type of grts. 

Кара is defined MBrh. 279-283 ғарататразуа уай ти Тат yan 
noktam bharatádiblnh | niruipyate tad asmabhir laksyalaksanasamyu- 
tam || 279 || tatradau svaravarnavise:sena dhvanibhedena và punah | 
rajyate yena yah kascit sa ra gah sammatah sitàm || 280 || athava уо 
‘sau dhvantuisesas tu svaravarnavibhüsitah | ranjako janacitta nam 
sa са тара udáhríah || 28x || saa yam ca visesa$ ca laksanam 
dvividham malam | caturvidham tu samanyam visesa$ cámsakàá dikam 
|| 282 || ity evam ra'gasabdasya vyutpattir abhidhiyate | rañjana) 
jayate vago vyutpattth samudahrta || 283 ||, "The character of the 
style of ғара, which is not mentioned by Bharata and others, will 
be examined by us in connection with that which is to be character- 
ized and the characteristic (279). In this case first of all: that which 
is coloured (or: shines brilliantly) by the distinction of the varnas 
(see comm. Datt. 97-99) of the notes (svara), by the difference in 
sounds (-- sound-pitches) is truly considered ғара (ie. beauty; 
emotion or sentiment; but also the melody or melodic pattern in 
which beauty, emotion or sentiment are expressed; cf. comm. 
Datt. 18-19, vàdin, p. 126) (280). Or: That which, being a distinction 
of sounds (= sound-pitches) and being decorated with the varnas 
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of the notes, delights the mind of man ка is called уара (281). 
Тһе Rao Р twofold: similarity and difference. The 
similarity is fo widd. The difference is: that which relates to 
amsa, etc. (282). In this way the origin of the word rdga will be 
explained. "From charming (delighting or: shining brilliantly) 
comes the charm (or: beauty; raga)’, thus the origin is explained 
(283). Thus Matariga explains raga etymologically as a deriva- 
tive of the verb vanj-. From the musical point of view it is defined 
by distinctions of varya (the course of a melody, cf. comm. Datt. 
97-99), dhvant (sound-pitch) and by the amsddika (the dominant, 
and the other characteristics such as: graha, nydsa, etc., сі. comm. 
Datt. 55-61). 

In the descriptions of jatis occurring BhN. 28, 112-161, Bombay 
ed.; Ghosh, Transl. II, p. 24-28, ch. 28, 103-151; MBrh. 252-277, 
p. 69, l. 12-р. 81, 1. 5; SarnSR. x, 7, 60-109 and the descriptions 
of уара occurring Nàr$. I, 4 5-ІІ; MBrh. 319-362, p. 85, 1. 20- 
p. 103, l. 6, and 366, p. 108, 1. 3-p. 140, l. 17; SarmSR. 2, 2, 21-194 
we notice the following points: While the ja# in BhN., MBrh. and 
SamSR. is only determined by the ten characteristics, the raga, 
which adopted these characteristics, is in the MBrh, and the 
SarnSR. also determined by warna, which is a specific melodic 
feature (cf comm. Datt. 97-99) This characteristic indicating 
the course of a melody (which may be ascending, descending, stable 
or monotonous and unstable) suggests, that the raga is something 
more than a mode. It is especially this sarna, which distinguishes 
the ғара from the jai, which lacks this feature in the descriptions 
of Matanga and Samgadeva. The alamkāra (grace, ornament, сі. 
comm. Datt. 98 ff), which appears in the descriptions of ragais 
and which is missing in the descriptions of the 74/5, is connected 
with the varna (cf comm. Datt. 97-99). The rasas (sentiments), 
ascribed to the jatis by Bharata, and by Matanga and Srigadeva, 
following Bharata, are also mentioned in connection with the ragas 
by Matanga and Sarngadeva. According to Matanga and Sarü- 

att i fixed by the number of alas 
gadeva each 744 had its own metre y i 
and mdtras, and its own rhythm, determined by the Ша ала the 
giti (that means: gii in its older sense; cf. BN. 29, 77-81, Ghosh, 
6; MBrh. 
Transl. II, p. 39; 32, 488-491, Ghosh, Transl. IL р. 156; М 
LE. = Sarngadeva even gives an 
175-176, p. 50; SarnSR. т, 8, 14 25). ag mehka E 
example (prastdra) of each jas їп а rhythmical and metric 
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notation with words written under the music. Eight of Sárngadeva's 
examples may have been borrowed from the MBrh., which Contains 
the same jfrastáras without words, in a version which sometimes 
differs as to the notes and which is not always quite correct. The 
same examples occur in KuSR. 2, I, 4, 141-374 (p. 164-236). The 
strange fact, that Kumbha used in his treatise on music the same 
examples as Matanga, an author who may have lived 700 years 
before, is explained by Prem Lata Sharma, Introduction to KuSR. 
рр. 137-138, in the following way: "There seems to be a very old 
tradition in this respect which, though not mentioned by Bharata, 
is referred to by Abhinavagupta. This tradition attaches the same 
sanctity and unchangeability to these jãtis as has been done in 
the case of sama’. Cf. багА5К. r, 7, 114-115: afi brahmahanam 
$jàjàj jatayah prapunanty amuh | rco. уауйта затап — kriyante 
na nyathà yathá || 114 || tatha samasamudbhütà jdtayo vedasammita В |, 
"The 7485 too purify from the sin of killing a brahman, just as 
do the rcas (verses of the Rgveda), the yajus (sacrificial prayers or 
formulas) and sæmans (sacred hymns), in no other way (114). In 
this way, the 7455, which spring from the sa mans, are like the vedas”. 

For details on the 7445, we refer to comm. Datt. 63-96, where 
the descriptions of all jdtis by Matanga, Sarigadeva, and Kumbha 
will be quoted and the music examples will be transcribed into 
Western staff notation. 

In Damodara’s time this tradition seems to have been lost, since 
this author no longer explains the jätis systematically, but only 
mentions them in connection with overlapping (sddhdrana; cf. 
DamSD. І, 142) and in connection with the thirteen characteristics 
(laksana; cf. DàmSD. т, 150). Cf. Bake, Proefschrift, Introduction, 
p. 12. А new system, the so-called mela system, is described in the 
Svaramelakalanidhi (1550 A.D.) of Ramamatya, the Ragavibodha 
(1609 A.D.) of Somanatha, the Caturdandi Prakasika (1620 A.D.) 
of Venkatamakhin and in the Samgita Saramrta of King Tulaja 
(1729-1735 A.D.). Тһе rágas were no longer connected with the 
gramas and the jåtis, but based on scales ог melas, which contained 
the notes of the 72925 in regular order. So the ancient modal 
system—that is to say, Bharata’s system of classifying the rags 
according to their 745 or original modes, which was adopted by 
later authors, as for instance Matanga and Sarnigadeva—was 
replaced by the scale system, in which rágas were classified accord- 
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mg — Ди us нше scales. Many portions of the Samgita 
Бал Ботина carn te ancient system, for Insane 
fees thE Greer 7), 1n its entirety quoted from the SarnSR. 
Waq P= т md ТЕ the history of rd ga. Matanga 
—À— Án stig e gihrágas or grámarágas in details. 
ythmical structure of these тараз, however, 
is rather simple, because Matanga prescribes the same rhythm and 
metre for all ragas. When he explains the bhasardgas, in the dhdsa’- 
laksana chapter (рр. 104-141), he provides each raga with an 
example in musical notation. Sàrügadeva's descriptions of ragas 
correspond for the most part with Matanga's descriptions. The 
musical examples of these two authors are different. багпрадеуа/5 
musical examples of the тараз are more elaborate They consist 
of three parts, viz. first the ragdld~q second the уйфаҒа, the 
karana or the тайа and third the akstpttka. The alapa, the ru paka 
and the dks:ptikd are defined SarmSR. 2, 2, 23-27: grahám$aman- 
dratàra nam nyásápanyásayos {айа || 23 || alpatvasya bahutvasya 
sadavauduvayor api | abhivyaktir yatra йа sa тарайфа ucyate 
||24|] rūpakam tadvad eva ѕуй pythagbhutaudarikam | caccat- 
$uládità lena ma rgatrayavibhasità || 25 | aksiptikad svarapadagra- 
thilà kathitá budhath |, "Where a manifestation of initial notes 
(graha), lower (mandra) and higher (fara) [registers], final note 
(nyása) secondary final note (apamyasa) (23) rareness (alpatua), 
prevalence (bahutva), hexatonic (sddava), and pentatonic (a udava) 
is noticed, it is called the Жара of the тара (24). The rupaka is 
similar, but it has separate vidáris (sections of the song, gr ta- 
khandá ni: cf. comm. of Kallinatha,; cf. also Grosset, Inde, p. 315, 
who explains vidá ris as "sections du chant”; for a detailed descrip- 
tion see comm. Datt. бо and 142). When it [contains] caccatputa 
(see comm. Datt. 123 f.) and the other rhythms, and whenit As 
decorated with the three styles (margas, viz.: ctra, 07 and d а kgia, 
see comm. Datt. 43) (25) wen it Б composed of words with 
musical notes, iti's called aksiphha by the connoisseurs. The 
vartani is explained бӛтіБ К. 4, 152-154 the karana SamSR. 4, 
132-144. EM 
Many ancient ragas, occurring in the MBrh. and the SarnsR. 
resemble the Тарав of modern classici di a n music as to | their. 
names, for instance: Sankarabharana, Mahara, Dhanasri, Bhairava, 
Bhairavi, Gauri, Todi, Lalita, Vasanta, Hidola, Malavasi, 
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Chayanata, Giirjari, etc. (cf. багА5К. vol II, index; Fox Strang- 
ways, Music of Hindostan, list of rags, p. 151; B. A. Pingle, History 
of Indian Music, Calcutta 21962, Tables of ragas). The musica] 
structure of modern and ancient Indian ragas, however, is different, 
since the tone system, the intervals, the number of órutis and the 
fixation of the notes changed in the course of time It would go 
far beyond the scope of this commentary to compare all тара 
of the ancient music treatises with their modern equivalents. 
А comparative study of ancient and modern Indian ràgas, based 
on Sanskrit treatises of music, remains however to be written. 

To demonstrate the continuity of тара tradition in Indian music 
history we will however reproduce now the descriptions and music 
examples of one тара, which is well known in modern classical 
Indian music, viz. the тара bhairava. 

According to SamSR. 2, 2, 81: bhairavas tatsamudbhavah, 
"Bhairava springs from this [raga] (: bhtnnasadja)’. MBrh. 324-325, 
р. 88, 1. 20-р. 89, 1. 7, though not mentioning bha:rava, explains 
bhinnasadja. dhawatamso madhyamániah | paficamarsabhavar jitah 
|| 324 || sad ?odzcyavati játo bhinnasadjah втуіо budhath | bhinnasad jah 
сайларға masambandhah sadjodicyavatijater jatatvat. dhatvato graho 
'mśaś ca. madhyamo nya sah. rsabhapasicamahina audubitah. nisada- 
gandhavan ka kalyantarau. sarvopakaranapraviritasya vijáliyo nira- 
nanturttasya(?) mrgaya уат praurttasya na yakasya pravesddtkasu 
asya viniyogah. bibhatsabhaya nakau жазан. dhaivatadimurchana. 
зай cart varnah. prasanndadir alankarah. daksine kala vrttau kala citre 
kalá. svarapadagite caccatputaditalah., "Dhaivata is the dominant 
(ат%а), madhyama the final note (antanydsa), without paficama 
and rsabha (324). Bhinnasadja is traditionally recorded by the wise 
men as originating from the sadjodicyavati Пан), Bhinnasadja is 
connected with the sadjagrama because of its originating from the 
sadjodicyavati Цай). Dhaivata is the initial note (graha) and the 
dominant (атта). Madhyama is the final note (nydsa). Without 
rsabha and райсата there is pentatonic (audubita). ЇМїзада and 
gàndhára are kékalt (c sharp) and antara (f sharp) Its application 
[takes place] in the entrances (in a drama) of the hero, when he 
is occupied with all kinds of expedients, not having given up 
fighting with people which are from a different class, when he is 
engaged in hunting. The sentiments (rasa) are disgust and terror. 
Dhaivata, etc. are the sw rchanás. Safcari (cf. comm. Datt. 98-99) 
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is the р | md (cf. comm. Datt. roof) the alamkara 
(ошмалену SU m n the daksina style (cf. comm. Datt. 43) the 
lun ra ) = the vri style (cf. comm. Datt. 43) the hal 
and im the = style (cf. comm. Datt. 43) the kalā (d. M Bh. 177, 
р. 50, ll.5- [5 the üme-measurement (tāla) in the citra style depends 
e. Опе kalā of two mátras, in the urtti style on two kalds of four 
mátras, іп the daksina style on four kalás of eight tras). In the 
song which has words to the notes the tāla is caccatputa, etc." 
(cf. BhN. 31, 10, Bombay ed.; Ghosh, Transl. IL, p. 55, ch. 31, 
IO-II*...two long (guru) syllables followed Бу one short (laghu) 
syllable and the final pluta syllable’ or - - Ó - = Ji dd ЕТ 
or а cò «-СІ. also the Bharatarnava of Nandikesvara, ed. by 
K. Vasudeva Sastri, Tanjore 1957, р. 203 and 207; for a detailed 
description see comm. Datt. 123 f.). 

SàrnSR. 2, 2, 79-81 defines bhinnasadja (according to SàrnSR. 
2, I, 10 one of the five bhinna рға marágasy sadjodicyavati jato 
bhinnasadjo ripojjhitah | dhamsagraho madhyama nta uttara yatayá 
yutah || 79 || samcarivarnaructrah brasanna ntavibhusitah | ka kalya- 
ntarasamyuktas catura nanadaivatah || 80 || hemante prathame yame 
bibhaise sabhayanake sa rvabhaumolsave geyo bhairavas tatsamudbha- 
sah || 8x ||, “Bhinnasadja originated from the sad odicyavati [J att |, 
without ri and pa, having dha as dominant (ama) and initial note 
(graha), madhyama as final note (anta = nydsa), connected with 
witara yata (the mürchaná on dhaivata) (79), charming by the sam- 
cari varna, decorated with the $rasanna nta (an alamkára or grace, 
see comm. Datt. ror), furnished with kakali [ni] (c sharp) and antara 
[ga] (f sharp), the deity of which is the ‘four-faced’ One (ie. Brahma) 
80). In winter, in the first night-watch, in the disgust (a rasa) and the 
terror (a rasa), it is to be sung during the festivals of | the whole 
world. Bhairava springs from it (81)”. As to the bhairava raga, 
SarhSR. 2, 2, 82 adds: dhdmso mánio ripatyaktah prarthanayam 
samasvarah |, “With dha as its dominant, ma as final note, lacking 
тї and pa, if one desires it, with the same notes . | 

After this Sárügadeva gives а musical example of the bhinna- 

Ұй. „г iz. Glipa, vartant and aksiptika; 
sadja, consisting of three parts, viz. I vn th 
c£ KuSR. 2, 2, т, 278, who corrects some obscure places in une 
аз into Western sta ffn otations ee 
Gksiptika. For the transcription into 

ak t intervals iri tle meld y 
music ex. no. ГА, В, C and D. The grea "mo pm 
of no. т А may be explained by the fact, that the maya, 
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up to the present time the prelude of a music composition (cf. Fox 
Strangways, p. 281), was probably meant to tune the stringed 
instrument (vind), and to show the listener the structure of the 
тара by producing the dominant, the initial note, the final note 
and the other characteristics of a raga and by establishing the 
relationship (samwva'din or consonant, wuddin or dissonant, etc) 
between the dominant and the other notes. In the тай, which 
may be similar to vartani, the notes become a melody, although 
a few times the melody is interrupted, when the lower (mandra) 
sadja is touched. In the @kstpitka words are sung together with a 
melody, which consists of eight periods of eight short (laghu) kalds 
(= eight sátras) This is the metre of the daksiza style (cf. MBrh. 
177, p. 50, ll. 6-7). The unsingable intervals in the SarnSR. aksiptika 
are corrected in the KuSR. We have to change one unsingable 
place in both versions, viz. the lower (mandra) sadjas in period s, 
which may be replaced by one higher (4 ға) sadja and one middle 
(madhya) sadja. Since it 15 very unlikely that repetitions of the 
same note have been sung on one syllable of the text, we replace 
these repetitions by one longer note, which has the same length 
as the repeated notes together. 

This акика is а good example of the bhinnasadja gramaraga, 
since it clearly shows the characteristics: dba (b flat) as the domi- 
nant (amsa) and the initial note (graha); ma (g) as the final note 
(пуаза or anta), the pentatonic by lack of ri (e or e flat) and pa (a). 
If we compare the old dhatrava raga, as described in SarnSR., with 
the modern Indian bhairava, we may notice a remarkable similarity. 
The basic notes of bhinnasadja and bhairava are the notes of the 
sadjagra ma (see above; MBrh. 324-325, p. 88) with the kdkalt т 
and the antara ga ndhàra, viz.: 


ant. kak. 
intervals sa п ga ma ра dha пі sa 
$rutis 2 3 4 2 4 3 4 2 
notes de В ра b ct 


As, in the course of time, the intervals changed, we һауе to search 
for the modern equivalents of the old intervals. The intervals of 
three $rutis (ri and dha) may have been reduced, when the system 
of I2 semitones came into use (see comm. on the vikta svaras, 
Datt. 16 and Table on p. 124, which means that we have to read 
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e flat and b flat for the ancient e (triruti ri) and b (trigruti dha). 


So we can reconstruct the ancient bhairava or bhinnasadja scale 
as follows: i 


ant. kak 
ба п ga ma pa dha пі sa 
d e f ра ъа d 


This scale corresponds to the bhairava in Fox Strangways’ table 
of rags (Fox Strangways, Music of Hindostan, pp. 150-151 по. 37), 
if we transpose the last mentioned one from c to d: 


c de f g à b c = d e ff g a b ct d 


According to Fox Strangways, p. r53, "the mark (—) under a 
note shows the predominant (ала). So in bhairava a flat (or 
transposed: b flat) is the ажа, which is in accordance with the 
ancient theories of the MBrh. and the SamSR. Other similarities 
are: a flat (: b flat) is graha (initial note) in the Poona tradition 
(see Fox Strangways, Music of H., Table of rags; MBrh. 325; 
SarnSR. 2, 2, 79; see above); in the Poona tradition bhairava is 
associated with fear and terror (see Table of rags) which corresponds 
to the bhayünaka (terror) rasa (sentiment) mentioned SamSR. 
2, 2, 81; in the Calcutta tradition (see Table) bhairava is also 
"festive", which corresponds to багА5Е. 2, 2, 8r: s&rvabhawmot- 
save geyah, "sung during the festivals of the whole world’. The 
ancient bhairava, however, is pentatonic, whilst the bhatrava in 
Fox Strangways’ table is heptatonic. Pingle, History of Indian 
Music, р. 124, 2nd Table no. 18, classifies bhairava as a sankirna 
or mixed тара, а тара which is not purely heptatonic, hexatonic or 
pentatonic. Here bhairava contains the following notes: 


ascending:c е» f g a^ b c (hexatonic, without the second note ri or db) 
descending:c b a a> g f e db c (octotonic). 


Other occurrences of the bhinnasadja and the bhairava rāga are: 
Pārśvadeva (dated by Raghavan, Some names in early sangeet 
literature, in: Bull. 5 of the Sangeet Natak Akad., p. 29, between 
1165 and 1330 A.D.) Sangitasamayasara 3, 17-18: bhinnasad Ж 
samudbhito manyaso dha mabhüsitah || 17 | samasvaro ripatyakta: 
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prarthane bhairavah smriah |, "Bhasrava is traditionally originating 
from the bhinnasadja, having ma as final note, adorned with the 
dominant dha (17), having similar notes, whilst its ri and pa may 
be omitted at pleasure”. 

KuSR. 2, 2, 1, 266-278, describing the bhinnasadja, follows 
SarnSR. 2, 2, 79-81. Kumbha's description of bhairava is more 
elaborate than Sárngadeva's notes on this raga. Cf. KuSR. 2, 2 
2, 35-38: dhaivatagrahavira mapesalo bhinnasad jahrdaya bhinandanah 
| giyate garadi vi$ramam ele (ussrame gate?) vipralambhakaruna - 
vasa $rayah || 35 || vasaraprathamaydsa(ma)kaltko bhatravo ('\pari- 
pata nabhairavah | giyate ("ira sagatáramandramo vainikath sa Rhaly 
bhatravapriyah || 36 || eka sydstabhujah Svetavarno virsabhava hanah | 
ЕуПуйбаф sarpasülakhatva ngajapamaltka (h) || 37 || vimápá Saphala - 
bjáni bibhrano bhairavaprabhah | haišctd ra gavidàm varyath smar yate 
йити pabhrt || 38 ||, “Adorned with dha as initial note (graha) and 
final note (rama = пуйѕа), pleasing the heart like b/ennasad ја, 
it (bhairava) is sung in the autumn, if one comes to the state of 
relaxation, connected with tbe sentiments (rasa) of deception 
and pity (35) Relating to the morning and to the first night- 
watch Bhairava, which is terrible, while...(? ‘partpatana?), 15 
sung here by the vind-players, with the higher sa and ga and the 
lower ma. This is dear to Bhairava (ie. an expect of Siva) (36). 
One-faced, with eight arms, of white colour, carried by a bull, 
with a skin as garment with snakes, spear, skull-staff and rosary 
(37), bearing a vind, a snare, fruits and lotuses, it is of a terrible 
appearance. Ву some eminent raga-experts it 15 recorded as having 
the form of a lancer (38)”. СІ. Т. М. Banerjea, The development of 
Hindu iconography, Calcutta 1956, pp. 482f.; O. С. Gangoly, 
Ragas and Raginis, I, Bombay 710948, рр. 107 f., ІЈІ f., and 133; 
H. J. Stooke and К. Khandalavala, The Laud Rágamala Miniatures, 
Oxford 1953, рр. 28 f., plate VI. 

According to DamSD. 2, 13-14 bhairava is опе of the six principal 
ragas, viz. sri, vasanta, bhairava, файсата, megha and brhannáta, 
called “male” тараз. In this system each principal raga has "wives" 
or secondary ragas. So bhairava has, DamSD. 2, 16-17, bhatravt, 
gurjari, revà, gunakari, vangáli and bahuld as its secondary ragas. 
DàmSD. 2, 47-48 explains bhairava: "Bhairava is to be known as 
having dha in the function of amsa, graha and nydsa and ending 
on the note ma, being without the notes ri and pa, and in the 
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ти тапа which starts on dha. When the dha is altered bhairava 
is known as pentatonic. Description: Bhatrava, the first of the 
ragas, conquers, having the form of Siva in his aspect of Gangadhara, 
with the sign of the crescent on the forehead, three-eyed, his body 
ornated with snakes, clad in an elephant’s skin, with Е radiant 
ігіша in hand, carrying а human skull, having a white garment. 
dha. 3 sa ga ша dha. That is bhairayg" (Bake, Proefschrift..., 
р. 45). 

In Somanatha’s system of melas and ragas, the bhairava mela 
contains two janyara gas, viz.: bhairava and pauravika (SomRV. 
р. 243, ?rasáráh, mela no. 6). SomRV. 3, 37 defines the dhatrava 
mela: bhatravamele suddhāh sarimapadhad antaras са kaisikah | 
bhairavapauravtkádyà rágá melàd atas tu syuh || 37 ||, "In the 
bhairavamela sa ri ma pa and dha are śuddha notes, and there are 
the antara [ga] and the kaisika [nr] Bhairava and pauravikd are 
the first тараз [coming] from the mela (scale)'". 

In the melasystems of RamSM., VenkCP., and TulSS. the ғаға 
malavagauia is the nearest equivalent of the raga bhairava. 


49-54. Dattila may have borrowed the theory of the modified 
(vikrta) jatis from Bharata. The similarity of Datt. 51-54 and 
BhN. 28, 51-54 (Bombay ed.) suggests tbat here Dattila quotes 
the Nàtyasastra. This similarity, however, is restricted to the 
contents of these verses, since the words are different. Dattila 
probably quotes a different version of the BhN., that is to say, the 
version quoted MBrh. p. 54, l. 12-p. 55, L 2, which is completely 
identical with Datt. 49-54. 


49. Сі BhN. 28, 48 (Bombay ed.) syat sad jamadhyamabhyam 
nivrità sadjamadhyama jatth | gándhárisad jibhyam samyogat sad ja- 
haisiki vabi ||, "The sad jamadhyamá jàti developed from the sadja 
and madhyamd [її з], the sadjakaisihi [jati] from a combination 
of the gdndhari and sad [jatis]’. Cf. also ВАМ. 28, 48 (Barda ed, 
р. 38, ll. 3 £.); Ghosh, Transl. II, p. 16, ch. 28, 47; MBrh. p. 54, 
ll. r2 #.; SarnSR. 1, 7, 10-11; KuSR. 2, r, 4, 3536. 


50. sadhaivatye, read: sadhaivatyoh; сі. MBrh. p. 54, L. h For 
the sadjodicyavati jati see ВАМ. 28, 49 (Bombay ед.) sádjigdn- 
dharibhyam dhaivatyd$ сарі уа vinispanna samsargad’ vijneya sa 

13 


194 COMMENTARY 


sadjodicyava jatih |, "That one which arises from a combination 
of the 544), gandhart and dhatvati [jatis] is considered to be the 
sadjodicyava jati”. СІ. BhN. 28, 48 (Baroda ed., p. 38, l. 4); Ghosh, 
Transl. П, p. x6, ch. 28, 48; MBrh. p. 54, L 14; SšrñSR. т, 7, 12-13; 
KuSR. 2, I, 4, 37. 

As to the ga ndhárodicyavati Jati BhN. 28, so (Bombay ed.) states: 
sadi gandhart файсата tathá dhasvati ca khalu jatth | ga ndharodicya- 
тайт jatim nirvartayanty dah ||, “The йал, ga ndhári, райсаті 
[jätis] and the алатай jati produce the ga@ndharodicyavati jàti'. 
Dattila and later authors, however, follow BhN. 28, 48 (Baroda 
ed., p. 38, ll 4f.) mentioning 5440, gandhan, тайһуата and 
dhaivati as the original modes of the ра ndhárodicyavà játi. Сі. 
Ghosh, Transl. II, p. 16, ch. 29, 49; MBrh. p. 54, L 15; SarSR. 
I,7, 14-15; Ка5К. 2, I, 4, 39. 


51. Cf. BhN. 28, sr (Bombay ed.): gandharapancama bhyam 
madhyamaya viracita ca dhaivatyá | jätis іш madhyamodicyavett 
sadbhih sada jneya |, “That one, which is constructed from the 
ра параға, файсата, madhyama and dhatvati [jatis], 15 always 
regarded as the madhyamodicyava jati by the experts". Cf. also 
ВАМ. 28, 48 (Baroda ed., p. 38, ll. 5 f.); Ghosh, Transl. П, p. 16, 
ch. 28, so; MBrh. p. 54, ll. 16 f.; SarnSR. т, 7, 15; KuSR. 2, 1, 4, 40. 


52. In determining the raktagadndhari jati BhN. 28, 52 (Bombay 
ed.) omits жайһуата as one of the parent modes. The tradition of 
BhN. 28, 48 (Baroda ed. p. 38, 1. 6), which mentions gandhari, 
madhyamá, фатсатї and misádavati as the original modes of 
vaktagandhart, is followed by later authors. Cf. Ghosh, Transl. II, 
p. 16, ch. 28, 51; MBrh. p. 54, 1. 18; SarnSR. г, 7, 16; KuSR. 2, 
I,4, 41. 

For the dndhri (andhri, Dattila) jati see ВАМ. 28, 52 (Bombay 
ed.); BhN. 28, 48 (Baroda ed., p. 38, 1. 7); Ghosh. Transl. II, p. 16, 
ch. 28, 52; MBrh. p. 54, l. x9; SarnSR. І, 7, 12; KuSR. 2, І, 4, 37. 


53. For the nandayanti jàti see BhN. 28, 53 (Bombay ed.): yonss 
іш nandayantyds iv arsabhi файсаті saga пай, "The drsabhr, 

icami and gandhari [atis] are the source of the nandayanti 
[jàti]. Cf. BhN. 28, 48 (Baroda ей, p. 38, L 7); Ghosh, Transl. 
П, p. 16, ch. 28, 52; MBrh. p. 54, L. 20; SarnSR. т, 7, 14; KuSR. 
2, I, 4, 38. 


. - — - _<— F. - - 
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As to the Rármarawi jàti Dattila’s text seems to be соттар, 
because tmah gándháryah “these gàndhàris" makes no sense. We 
had letter read: sanisádás ty agandháryah.., "these ([jatis] 
(Le. ársabhi, gándhàri and parcami) without ed ndhàri, with 245444 
20. M Rh. р. 54, 1 21 quoting Bharata reads: sannisddd sva- 
gandharyah kuryuh karméravim imám ||. Suagandhdryah may be 
a wrong reading of tv agdndharyah. Bt. BhN. 28, 53 (Bombay ed.): 
karmáravim misadi sársabhi paticami kuryuh ||, "The жай, 
атайы and $aficami [jàtis] produce the karmdravi [jati]'. Cf. also 
BhN. 28, 48 (Baroda ed., Р. 38, І.71.); Ghosh, Transl. П, p. 17, 
ch. 28, 53-54; SàrnSR. т, 7, 13; KuSR. 2, т, 4, 38. 


54. Тһе gandharapaiicami jati is explained BhN. 28, 54 (Bombay 
ed.): gàndháripascamayor yogád gandha rapancam: тайһ |, "The 
ga пайд тарайсата Jati [arises] from the combination of the gandhari 
and ?айсата Пан)”. Cf. BhN. 28, 48 (Baroda ed. p. 38, 1. 8); Ghosh, 
Transl. П, p. 17, ch. 28, 53; MBrh p. 55, L x; SarmSR. І, 7, II; 
KuSR. 2, 1, 4, 36. 


(Baroda ed. p. 38, 1L 8 ff.); Ghosh, Transl. II, p. 17, ch. 28, 53-54; 
MBrh. p. 55, L 2; SarnSR. т, 7, 16 elucidates: árgabhi»n. dhaivatim 
tyakiva фаЯсабһуаһ Каз bhavet || "The Ratstkt ПАН) springs 
from five [játis], omitting drsabhi and dhaivats’. Cf. KuSR. 2, т, 
4, 41-42: ga ndhári caiva naisadi madhyama paficami tathà || 41 || 
età eva calasras tu sádjyáh samyogam аруа ca | kuryuh samkara- 
sambhitam tam jatim kaistkim th || 42 |, ‘“Gandhan, narsadi, 
madhyamá and paficami (41), these four [jatis] combined. = 
sédji, produce the kaisiki ДАҢ, which is born from a mixture (42)”. 


55-61. laksana. Тһе ten characteristics (laksava) determining 
the jati (Datt. 55-56) are explained Datt. 57-61. MBrh. 195-196 
quotes a variant of Datt. 55-56. SarnSR. т, 7, 29-30 describes а. 
system of 13 Jaksanas, adding to the ten characteristics of BhN. 
the samnyása, the vinydsa and the antaramarga. The баттуйза, 
the final note of the first part (vidari) of a song, 15 defined SariSR. 
I, 7, 47-48: amSdvivadi gitasyddyavidartsamaptikyt || 47 | eyo 
50..., “That [note], which is not dissonant with regard to the 
dominant, and which concludes the first part (ийа) of a song, 
is the samnyasa". The vinyása, the final note of the padas ina 
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division of a song (cf. Ghosh, Transl. IL, р. 24, note ror-ros) is 
defined SarüSR. 1, 7, 48 ansa vivàdy eva vinyásah sa tu kathyate | 
yo vidáribhágaripapadaprà nte ‘vatisthate |48 ||, “That [note], which 
is not dissonant (vivddin) with regard to the dominant (аға), 
is called vinydsa, which stands at the end of a ‘verbal theme’ 
(pada; cf. Ghosh, Transl. II, p. 4, ch. 28, 16-17) appearing as a part 
of the vidári (part or section of the song; cf. Datt. 142; BhN. зі, 
186 (Bombay ed.); 3r, 197-198 (Baroda ed.); Ghosh, Transl. II, 
р. 75, ch. 31, 203-204 and p. 76, ch. 31, 209; MBrh. р. 57, Ш 15-17; 
SarnSR. 5, 72-73; Kallinàtha's comm. on SamsSR. 2, 2, 25; Grosset, 
Inde, p. 313)". The атағата rga, the intermediate note, is defined 
SamSR. 1, 7, 52-53: nydsádisthà nam ujjhitvad madhye madhye 
"фай уијат | suránám уй victtratvakariny amSadisamgatth || 52 | 
anabhyásaih kvacil kuapi langhanair eva kevalath | Кіа så "ntara- 
таура syat rayo vikwtajatisu || 53 |, "Leaving the fixation of 
the final notes, etc., that [note], which, [occurring] in the midst 
of notes plactised rarely, causing variety and coming together 
with the dominant, etc. (52), is practised without repetitions, here 
and there, with isolated omissions, is antaramarga ("whose way 
is intermediate") as a rule it occurs in modified (vikria) jàtis 

(53). 
It is strange, that Bharata, though not defining these additional 
three characteristics, mentions them occasionally. Cf. Ghosh, 
Transl. II, p. 20, ch. 28, 76-78 and p. 77, ch. 31, 218: samnydsa 
and vinydsa; p. 77, ch. 31, 219: vinydsa; p. 76, ch. 31, 208: татй- 
ntara (= antaramarga?). Dattila, though accepting Bharata's 
sys tem of ten /aksanas, gives, in verse 141, an accurate description 
of the samnyása and mentions, in verse 147, the antaramarga. MBrh., 
whilst accepting Bharata’s system of the ten characteristics, adds 
the definitions of samnyása, vinydsa and antaramárga The samnya sa 
в defined MBrh. p. 57, Ш 18-20: samnydsah so 'bhidhiyate. amsas ya 
vividi уш па bhavali jrathamavidárya nter уйді (read: ante yadi) 
MEET уйш блауай, laddsau samnydsa ity arthah, “The samnyása 
15 explained: When it is not dissonant with regard to the dominant, 
When it occurs at the end of the first section (vidári) it is the 
sawnyasa;, this is the meaning”. The vinydsa is defined MBrh. 
‚ 57, 1.22-р. 58, L т: idam vin ы rd- 
йы! ; сз; ы at vin yasam dha—esa eva іш samnyasa 
Lo quii 2 vinydsah. ata eva tad uktam bhavats. 
: va олатай уазтас caiva pravartate, "Now (the 
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author) explains the vinydsa. The samnydsa, which stands at the 
end of a ‘verbal theme’ (pada; cf. Ghosh, Transl. II, p. 4, ch. 28, 
16-17) is vinyása. For this reason it is explained in this way. Or, 
it is consonant with regard to the dominant, from which it origi- 
nates". The antaramárga is explained MBrh. p. 59,1. 17-20: antara- 
margasya laksanam yatha jatisu kvacid và anamsa vinálpah, tatha 
са karmaravyam gamdhárasya sarvasvarasangatya bahutvenántara- 
ma rgaprayoga ttt vaksyate, "The characterization of antaramarga 
is [as follows] As [it occurs] somewhere in jatis, not being dominant, 
while being absent or occurring rarely, therefore, in the kàrnravi 
[1811], it will be called practice of antaramarga, in consequence of 
the prevalence of gáàndhàra, which comes together with all notes". 

Mummadicikkabhüpála, the author of Abhinavabharatasara- 
sangraha—a compilation of the seventeenth century—Qquoting 
Haripala, Sangita Sudha (About 1175 A.D.), enunciates a theory 
of fifteen characteristics (Габ ата), viz. r. initial note (graha), 2. 
dominant (amsa), 3. final note (nydsa), 4. final note (apanydsa) of 
a section, 5. viddyin (which may be something like the vinyasa, 
the final note of the verbal theme of a section, if we compare 
CikAB. 2 (gitàdhyàya), 492: nydsdpanydsayor madhye ye drsyas 
te vidárinah, "Those which are amidst the final note (»yasa) and 
the final note (afanya'sa) of а section may be considered to be 
vidárinas) 6. rareness (alpatva), 7. prevalence (bahutva), 8. high 
pitch (tāra), 9. low pitch (mandra), то. completeness (fürnatá), 
II. hexatonic (sádava) 12. pentatonic (awdwva) 13. four-note- 
technique (khanda) 14. three-note-technique (ardhakhanda) and 
I5. two-note-technique (rsa). 


57. graha. BhN. 28, 75 (Bombay ed.) defines the initial note 
(graha); grahds tu sarvajatinam amSavat фата h | yah pravritau 
bhaved атар so 'mío grahavikalpitah ||, “The initial notes of all 
jàtis have been mentioned as dominants. The dominant, which 
occurs in the beginning [of a composition], this dominant is alter- 
nately called initial note (graAha)'. Ghosh’ translation of BhN. 25, 
75 (vol. II, p. 19) is misleading. MBrh. р. 56, ll. 9 defines graha: 


. . = tt b 
latrád itvád o grhyate yendsau grahah, “The [note], y 
уб а е с ion of a jati, etc. is started, 15 


which, in the beginning, the executi jati, etc. 1 
the initial note". MBrh. p. 56, H. 101. distinguishing between 


amsa and graha, says: пато evam grakamsayoh ko bhedah. ucyate. 
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ато vady eva param, grahas tu vádyádibhedabhinnas caturvidhah, 
"What is the difference between the graha and the ата? It will 
be explained. The dominant (ата) is nothing but a sonant (vádin), 
the initial note, however, is different from the sonant and the other 
varieties, in four ways”. A clear distinction between amsa and 
graha is drawn MBrh. p. 56, ll. 12-14: yad và pradhandpradhanakrto 
bhedah. graho hy apradhanabhi tah. nanu katham | amáasyaiva 
pradhanyam ucyate, ra gajanakatvád vyápakatvà с ca mśasyaiva pra- 
аһа пуат, "Or else, the distinction, which refers to the prevalence 
or non-prevalence. The initial note is non-prevalent How the 
prevalence of the dominant is explained? Because the dominant 
generates and permeates the ғара, there is prevalence [of the 
dominant]'. ParsSS. 2, ro defines the initial note: ddan yasmin 
svaro graha ucyate, "The note on which the song is commenced is 
beginning, the гара is made to start, 15, according to the tradition, 
the initial note’. Cf. SamSR. 1, 7, 31: gitadinthitas tatra svaro 
graha stiritah, “Тһе note, on which the beginning of a song is fixed, 
is called initial note’; KuSR. т, 2, 3, 19: рЙат udgrdhyate yena sa 
svaro graha ucyate, "The note on which the song is commenced is 
called initial note"; KuSR. 2, r, 4, 67-68: evam trisastir amsáh 
syur etasv eva са jatisu || 67 | am$a eva grahah prokio gitadau 
vinivesitah | sti trisastir jatyam$a grahá h syur itt kecana || 68 ||, "In 
this way there are in these jatis sixty-three dominants (67). The 
dominant, which is placed at the beginning of a song, is called 
initial note. So the sixty-three dominants of the jatis are initial 
notes, as some people say (68); SomRV. І, 82: svara ddistho gite 
grahah. “Тһе note standing at the beginning of a song is the initial 
note"; VenkCP. 5, 5: yenadaw giyate gitam svarena sa bhaved 
grahah, “The note, on which the song is sung at the beginning, is 
the initial note". 

am$a. The dominant (ата) is defined BhN. 28, 76-78 
(Bombay ed.): rágaf ca yasmin vasati yasmác сазға pravariate | 
mandrata ravisaya ca paficasvaraparà gatth ||76 || anekasvarasamyoge 
yo 'tyartham wpalabhyate | anyas са balino yasya samvádi cdnuvady 
api ||77 || grahápanyásavinyásanyásasamnyásagocarah | parica rya 
sthito yas іш so "ntah sydd dagalaksanah || 78 ||, “(That note) in 
which the rága dwells and from which the movement in the region 
of the low and the high [register] consisting of the five notes, starts 
(76), which in a combination of many notes is heard excessively, 
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ШШ ld hth being Strong another note is consonant 
( > sonant (anuvddin) (77), which is related to the 
initial note (graha), the final note (apanya i 
ШОО nim хаав nhe m (apanya sa) of each section 
(v & the final note (vinydsa) of the verbal theme 
(pada) of the sections, the final note (ny&sa) and the final note 
(samnyása) of the first part (444%) of a song, and which occurs 
everywhere in the sOng, is the dominant, which has ten character- 
istics (78)”. Cf. Ghosh, Transl. II, pp. 19 f. The difference between 
атба and graha is explained MBrh. p. 56, ll. 11-14 (see comm 
Datt. 57, graha). The ата is vádin, the graha not. Cf. ВАМ. 28, 
24 (Bombay ed.): tatra yo yatramsah sa tatra тай, “That villi 
is an amsa note anywhere, will in this connexion be called there 
sonant (vàd;n)' (Ghosh, Transl. II, p. 5, ch. 28, 22). According to 
MBrh. there is one more difference between amsa and graha, that 
is to say, the prevalence (fradhánya) of the dominant (amsa) 
which is not applicable to the initial note (graha). = 
The tenfold characterization of the dominant, which is stated 
BhN. 28, 76-78 (Ghosh, Transl. II, p. 19), is followed MBrh. p. 57, 
ll. 4-13: athamsSah kathyate. атбғалблараһ sa daíavidho bodhavyah. 
yasminn ате kriyamane ra gabhivyaktir bhavati so 'msah. yasmad 
varambhya gitah pravartate. na grahas svaritah. suan dwuitzya (2) 
ta vamandra bhivyaktihetuh. svdsnéas trtiyah paricamasvaram | ároha- 
nam (ағат Райд сй sasithasvararohanam pitdrah. tatha gandharyah 
sadjas tarah. midhamidha sa. yatha іа raniya makamandramya ma- 
kasvaro "by amáíasaptasvara varohaga (). yatha  mandra nsa ya К?) 
sad jásamstháne—sá sà sã adhd tlt. yas са Балифғауорайағаһ so ‘py 
améah. yo ragasya visayatvenávasthitah svarah so "Фу amah, 
“Now, the dominant will be explained. The distinction of amsa 
may be considered in ten ways. As on the asa the manifestation 
of уара is realized, it is amsSa. Or, because from it the song to be 
produced comes forth. It is not initial note (graha), when it is 
accentuated. Second, its amsa (ie. the amsa of the Jati) is the cause 
of the production of the high and low [registers], third, its алфа 


(Le. the amga of the jati) is causing (? pitárah?) the fifth ascending 
g one. In the same way 


high note, sometimes the sixth ascendin 
Пан) c b c b d. In this 


sadja is the highest note of the géndhart 
ch is the limit of the high and the 


way the ama is the note, whi 
low [registers] in the descent қ 
avarohane?) For instance, when sadja 1s t 


of the seven notes (-avarohand — 
he end of the low...(?) 
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(amíaya Әу d d d Б. That [note], which is practised very fre. 
quently, is the ата. The note, which is determined by its condition 
of being the abode of raga, is also the amsa'. The term raga in this 
context may be translated in three ways, that is to say, as ү. 
feeling, passion, 2. melody, melodic pattern, 3. charm, beauty. 
If translated "feeling, passion', it is comparable to rasa (sentiment, 
or emotion; see comm. Datt. 48, 7a¢1), which is mentioned BhN. 29, 
1-16 (Bombay ed.); Ghosh, Transl. II, pp. 30 f., ch. 29, 1-16 kha 
in connection with the amsa, which is considered to produce the 
rasa of а jati. On the other hand rág: may mean here gra mara ga, 
which, according to Matanga (see comm. Datt. 48, 744 and ғара, 
р. 178) was an equivalent of gifirága, which is the forerunner of 
the modern ғара (melody, melodic pattern) The amsa is the char- 
acteristic by which grámarágas and јайѕ are connected. Cf. MBrh. 
240ab, p. 65: amśakair gra marágás tu janayantiti jatayah, “The 
modes (atis) produce the рғатаға gas by the dominants (атака 
= amsa)'. The word ғара may also be used as an equivalent of 
rakti (loveliness, charm). Cf. comm. Datt. 18-19, p. 126. SarmSR. 
1,7, 32 (see below); KuSR. 2, 1, 4, 72. The several aspects of the 
dominant are mentioned SamSR. r, 7, 32-34: yo raktivyanjako 
geye yat samvadyanuvddinau | vidàryám bahulau yasmat tàraman- 
dravyavasthitth || 32 || yah svayam уазуа samuddt cánwvádi svaro 
"paral | nyásápanyásavinyásasamnya sagrahatam gatah || зз || prayoge 
bahulah sa syád vadyam$o yogyata vasat | bahulatvam prayogesu 
vyapakam tv amSalaksanam || 34 ||, "Which is the manifestation 
of loveliness in a song, to which the consonant and the assonant 
[notes] in a section (vidári) are frequent, on which the fixation of 
the high and low [registers] depends (32), that very one, to which 
another note is consonant (samvádin) and assonant (amwvadin), 
which becomes final note (»ydsa), final note (apanyása) of each 
section (vidári) of the song, final note (vinydsa) of the verbal 
theme (pada) of a section, final note (samnya sa) of the first section 
of the song, and initial note (graha) (33), and which is prevalent 
in practice, that one is the va din-amśa. Prevalence іп the applica- 
tions in consequence of its appropriateness is a comprehensive 
feature of the amsa (34). Cf. KuSR. 2, т, 4, 72-74: yasminn 
uccarile samyag ra gavyaktih $rajáyate | yasyànwvádisamvádi svarat 
sto, yo 'msatām vraj || 72 || prabandhantarvartinisu vidri 
vyapeksayá | táramandravyavasihá уай bahutānyavyapekşayā 
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17 3 |1 Prayoge grahatà nyásápanyasatvasvarüpatà | samnyasah syác 
ca vinyaso mahimndnyasvaran jayet |17 4 11, "Together with which, 
when it 15 produced, the manifestation of ғара comes forth in the 
right manner, with regard to which there are assonant (anuvadsn) 
or consonant (samvddin) notes, which becomes dominant (72), in 
the vartinis (parts of a raga composition; see comm. Datt. 48, јан 
and rága, p. 187; SamSR. 4, 152-154; Grosset, Inde, р. 315, col. т) 
in а composition, in the sections (vidari), by its application. Which 
is the basis of the high and low [registers] which [represents] 
prevalence with regard to other [notes] (73); which in practice 
appears as initial note (graha), final note (nydsa) and final note 
(apanyása) of the sections (vidári) of a song; which is final note 
(заттуаза) of the first section and final note (vinydsa) of the 
Verbal theme of a section, which highly excels the other notes 
(nànasvaràn instead of nanyasvarany’. Cf. also SomRV. І, 82: 
...frayogabahulo ‘mSa ddtsthah, “(The note], occurring at the 
beginning, which prevails by its application, is the dominant'* 
VenkCP. 5, 6: bahuso giyate yena svarena т5аһ sa kathyate | asnsasva- 
ras tv аѕӣо eva jivasvara itt ѕттаћ || 6 ||, “Тһе note which is sung 
frequently is called dominant. According to the tradition the 
amésa-note is the note of life". 

For the connection of the dominant (amsa) and the sonant 
(vàdin) see comm. Datt. 18, vadin. The dominants of all јай5 are 
mentioned BhN. 28, 86-98 (Bombay ed.) Ghosh, Transi. II, 
рр. 20 f., ch. 28, 70-91. 


57-58. tāra. The explanation of the high register (44ға) begins 
Datt. 57cd and is continued 58ab. Dattila's definition of the high 
register agrees with Bharata's definition of the movement in the 
high register or the "high pitch movement" (і4ғаран; cf. Ghosh, 
Transl. II, p. 2x, ch. 28, 93). Cf. BhN. 28, 79 (Bombay ed.) == 28, 
70 (Baroda ed.): paficasvarapara tà тарай). yatha—amsat láragatim 
vindyàd à caturthasvarad iha | à pancamal файсатай va ndlah 
param ihesyate || 79 ||, “The high pitch movement onsists of five 
notes. That means: One may consider the high pitch movenent 
to extend from the dominant to the fourth note, or, according to 
the tradition, to the fifth note, but not beyond the fifth’. The 
Baroda edition adds to BhN. 28, 70, р. 46 1 7: lopyasvaro pi 
ganyah sydd budhaih láravidhaw punah, "The omitted note must 
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also be counted by the experts in the procedure of the high register” 
Cf. SarnSR. 1, 7, 36 (for the translation see below). Cf. also Ghosh, 
Transl. II, p. 2x, ch. 28, 93-94. A more detailed description of the 
movement in the high register is given MBrh. p. 58, ll. 6-15: idanim 
láralaksanam. wcyate—-balavats ca śrutike "п5е durverbalesamse (?) 
amsasvaraprayogad arabhya pancasvarapara taragatih. kim uktam 
bhavati. pancamasvaram arohanam tara 48 catussvaram árohanam 
tām iti. nandayanti yathà—sásarigasá. sit pasicamámsatvát sad jas 
tárah. а pancamad їн уојапӣ. astabhya vidá rya boddhavyah. pañca- 
svaram уаш} tavaudhim уала gandharyam—nidhanisa. ih va 
Sabdat saptasvarasya рі tāratā bhavati. caturdha ій тарай). tatha 
cala bharatah—amsat taragatim vidyad dacaturthasvaradibhith | а 
paricamat ѕаріатаа va natah param thesyate ||, "Now the character- 
istic of the movement іп the high register will be explained. On the 
dominant, which is a strong [note] and which consists of micro- 
intervals (570175)... (?) the movement іп the high register consist- 
ing of five notes may be obtained from the practice of the dominant 
note. What do these words mean? An ascent of five notes is the 
high [register], an ascent of four notes is the high [register]. In the 
sandayanti [jàti] for instance: d d e f d. Thus sadja is [a note] 
of the high register in consequence of the dominant function of 
райсата [in the sandayanti jati] The application reaches to 
paficama. It must be considered from (= up to?) the eighth vidári 
(section of a rdgz composition). In a procedure of the high [register] 
consisting of five notes, for instance in the ga ndhari [jati]: c b c d. 
Or, at the sound of seven notes there is a high register. The move- 
ment in the high register is fourfold. Bharata said: One should 
know that the movement in the high register reaches from the 
dominant to the fourth note, etc., to the fifth or to the seventh 
[note], but, according to the tradition not farther”. This quotation 
from theBhN. may have been based on a variant version of the BhN., 
which differs from the Bombay and Baroda editions. 

SamSR. I, 7, 35-36 explains the limit of the high register (far4- 
vadhiy madhyame saptake "т5аһ ѕуйі tasmat tavasthitat paran | 
svara ms catura árohed esa ta'rd зайн parah || 35 || arvák tu kdmacarah 
sydt tar lupto ‘ft ganyate | atárasadjam атойо nandayantyam 
prakirtitah || 36 ||, "In the middle octave (that means: the middle 
register, madhyasthana, containing seven notes) there is the domi- 
nant. If one ascends four notes beyond that one (the dominant), 
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which occurs m the high [register], it is the highest limit of the high 
pitch (35). On this side (ie. on the lower side of the limit of the 
high register), however, there is a free motion. A [note] omitted in 
the high [register] is also counted. In the nandayanti јан) (which 
has райсата as dominant; cf. Ghosh, Transl. II, p. 27) the ascent 
is said to reach to the high sadja (36)”. Kallinatha commenting 
upon this text explains the améa, mentioned 35a and referred to by 
tasmat in 35b: amsah ѕуйі, sad jamadhyamagra mayoh pradhanyat 
prabalyac ca yasmin рате yas catuhírutiko 'míah sadjo va 
madhyamo và bhavet, "It is the dominant, which, by its prevalence 
and predominance in the sadja- and madhyamagràma, is, in a 
grama, a dominant containing four $rutis, (viz.] ба а or madhya- 
та”. SárnSR. probably regards the dominant itself as the first 
one of the four notes in the high register. 

Later authors seem to have forgotten the exact meaning of the 
movement in the high register (fáragat:) as one of the characteristics 
of a mode (ati). VenkCP. defines this characteristic rather briefly: 
uccath svarena yad ратат. sa tárasvara ucyate, "The note, by which 
the song [moves] upwards, 1s called the high note (fárasvara)". 
Cf. CikAB. 2 (gitadhydya), 494. 


58ab. vara. For vara, "better, preferable", we may read para, 
"farther", because faro nàtah, "not farther than this one", makes 
more sense in this context. 


58cd. For mrdu in the sense of low or flat note see comm. 
Datt. 36. 

mandra. The low register (mandra) is defined В IN. 28, 80 
(Bombay ed.): trividhá mandragatill —amsapará nya saparápanyása- 
para сей. mandras tv asmáaparo nasi nyase іш dvau vyavasthitan | 
gándháre nyásalinge іш 4узіпт rsabhadhaivatam ||, T h e movement 
in the low register (mandragati) is threefold: depending on the 
dominant (amsa), depending on the final note (nyása) and depending 
on the final note (арапуа за) of the sectbns of a song. The low 
register does not go beyond the dominant. Two [cases of k 
reg.ter, however, depend on the final notes (the Baroda "e es 
BhN. 28, 7x reads пуйѕам). In the [mode] (ргоьф ly іһе 4 с” і - 
Jati, which has gandhara as final note (yasa), cf. Ghosh, y ; 
П, р. 25 and Kallinátha's comm. on SarnSR. r, 7, 37-$, Р. 10). 
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which has the final note gandhara as its characteristic (the Baroda 
ed. of BhN. 28, 71 reads gandhdaranydsalinge) rsabha and dhaivata 
are seen’, Cf. Ghosh, Transl. II, p. 21, ch. 28, 94-95. MBrh. р. 58, 
П. 16-21, though not elucidating the subject, explains: $dámigm 
mandram wcyate—mrádusvaro mandrah. sã са mandragas tridhá — 
ат<араға nyásapará tatpara сей. amSasvarasya paro yah sydd iti 
bahuvrihaw tasmat pirvo yah svarah sa mandrah. yatha dhaivatya m 
—dhadha nidhama padhama. татата. evam atrábi nya sasvara iti. 
nyasasvaro фу evam eva, "Now, the low register (mandra) will be 
explained: The soft, low note is mandra. This movement in the low 
register is threefold: depending on the dominant (assa) on the 
final note (»yása) and beyond it. That one which is beyond the 
dominant: this [is to be taken] in the sense of a 'relative' compound; 
the note which is before that [note] is the low register. For instance 
in the dhaivati [jàtryb b c b g a b р. р g & In the same way, 
that one which is [related to] the final note. It is quite the same”, 
The three forms of the movement in the low register are specified 
SarnSR. т, 7, 37-38: madhyasthanasthitad атай а mandrasthámáam 
dvrajel | à mandranya sam atha và tadadhahstharidhav api || 37 || 
esa mandraga teh sima tato туар kadmacarita |, "It moves from the 
dominant situated in the middle register, to the dominant іп 
the low register, or as far as the lower final note or even as far as 
ri and dha situated below that one (i.e. the lower final note) (37). 
This is the limit of the movement in the low register. Thus, on this 
side (Le. on the upper side of the limit) there is a free movement". 
Kallindtha commenting upon these verses explains the amsa men- 
tioned 37ab as the dominants of the sadja- and madhyamagrama, 
that is to say, as ба а and madhyama. The туй5а, mentioned 
37c, he explains: аа nydsasabdena gra mayor antimau ga ndhára- 
nisadaw vivaksitau, na іш jatyddigitasamapakah. tau са vyalya sena 
sadjagrámske prayoge mandraga mdháro nyasah, madhyamagramtke 
prayoge mandranisüdo пуйѕа iti gramayor тапаға тайм bhavatah, 
“Неге, by the word nydsa (final note) gàndhàra and піѕада, the 
final notes of the two gramas, are meant, but not the final note 
of the јайѕ and other songs. These two, inversely, are the low 
gāndhāra as final note in the application of the sadjagrama and 
the low nisáda as final note in the application of the madhyama- 
gràma. Such are the limits of the low register of the two gràmas". 

Just as in the case of the movement in the high register (і4ғар ali) 
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later authors pay little attention to the movement in the low 
register (mandrag ай). VenkCP. 5, 7 defines this characteristic of 
the 7445 rather briefly: micaih svarena уай сапат sa mandrasvara 


sc yate, " [Ihe note] with which the song moves downwards is called 
the low note (mandra)'”. 


59. s&daba. Hexatonic (sádaba) is defined BhN. 28, 84 (Bombay 
ed.): safsvaram sadavitam caturdasaudham | saptacatva rimsatpra- 
kavam. purvoktavidhánam yatha jatyamSaprakarair iti, “Hexatonic 
treatment (sádavita) relates to six notes in a grama. They are of 
fourteen kinds and have fortyseven subdivisions. These have been 
described before in their jatis and amas" (Ghosh, Transl. II, p. 23, 
ch. 28, 97). Cf. BhN. 28, 76 (Baroda ed.). MBrh. p. 59, 1l. 1-4 states: 
22 nim зайатат ucyate — satsvaram sddavam iti. caturdasa játivi- 
sayatvác caturdasavidhah. catasrnam ¿inaw тИуазатр rnatvena 
tadabhà và; jatyamSabhedena іш saptacatudrimsatprakdram са tad 
bhavati, "Now the hexatonic treatment will be explained: hexatonic 
consists of six notes. In consequence of the relationship to the 
fourteen jatis there are fourteen kinds. Because four 74й5 (Le. 
madhyamodicyava, sad jakaisiki, karmāravī and gandharaparicamr, 
which are complete (samptirna) ját:s; cf. Ghosh, Transl. П, p. 17, 
ch. 28, 57; BhN. 28, 50 and 55-56 (Baroda ed.); MBrh. p. 55, 
ll. 7 f.) are not like that in consequence of theiT constant complete- 
ness (samptrnatva), in the distinction of the dominants (amśa) of 
the jatis there are forty-seven classes’. | 

То get the sum total of the hexatonic forms of all 74115, that 15 
to say, of the seven pure (suddha) and the eleven modified (viria) 
jatis, we should multiply 18, the number of the 4485, by 7, taking 
each time any of the seven notes of a jaf as a starting point. This 
would make 18 X 7 = 126 hexatonic forms with 126 starting 
points or ішігі notes. In the classical Indian music theory there 
are but 63 dominants, which are also initial notes. Cf. "Eos. 
Trand. II, p. 21, ch. 28, 90 ді, BhN. 28, 91 (Вагода ей.); 28, 98 
(Bombay ed.). The number forty-seven 15 explained M Brh. 2 F1 
249, p. 66, 1 20-р. 67, 1 7: ж/д b saptddhika Š саша COUP a 
са sádave || 248 |lasy&rthah—sádaw vidhau ШШШ ШЫ sap ТЕРІ 
caivam catudrimSac са sádave asy avt avia ary am ane ete 
catvarinéad алаа abatiem ae anamh patantyah risasi- 
Catasynam jatinam nityasampurnanam тазалы, 
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madhye. tad ушна —ripadhantpasaga. pa dha. esu жаға míesy, 
файези catuspaicasad атза [ajvasisyante. tatrábi sadjamadh yam 4 
sadjodicyava katsski ра палат таһйара ndhári dhaivati азат sad ja- 
ndam safiamsah pdtaniyah. tesw зарда mSesu patitesu saptaca- 
tua rnsad. ат5а bhavant:, “Forty-seven may be practised in hexa- 
tonic (248). Its meaning is [as follows; When the hexatonic 
procedure is practised, there are forty-seven [kinds]. When іп the 
hexatonic its procedure is realized, forty-seven dominants (amSaka) 
—except the notes which have to be excluded—may be practised, 
The nine dominants of the four jatis, which are always complete, 
must be subtracted from the sixty-three. For instance: e a bc 
(ri pa dha ni, the dominants of the karmaravi jati; cf. Ghosh, Transl. 
II, p. 28), a (pa, the dominant of the gdndhdrapaiicami Jati; cf. 
Ghosh, Transl. II, p. 27), d f a (sa ga pa, the dominants of the 
sad jakaisikt jàti; cf. Ghosh, Transl. II, p. 25), a (pa instead of dha, 
pa being the dominant of the madhyamodicyava Цай; cf. Ghosh, 
Transl. II, p. 27). When these nine dominants have been subtracted, 
fifty-four dominants remain. Besides, there аге the sad ja»nadhyamaá, 
the sadjodicyava, the kaistki, the gandhart, the raktagándhári, the 
аһатай [jätis]. Seven dominants (пі and ga in the sadjamadhyama 
Jati, ра in the ga ndhári, pa in the raktaga тала уі, ра in the kaisiki 
jati, ga in the $247 and dha in the sádjodicyava jati; cf. Ghosh, 
Transl. II, p. 18, ch. 28, 65-69; ВАМ. 28, 65-68 (Bombay ed.) 

28, 58-61 (Baroda ed.) of these six jatis must be substracted. 

When these seven dominants have been subtracted, there are 
forty-seven dominants". Par$SS. 2, 14 informing us on the character 
of the note to be left out in hexatonic, says: yuktah sádaba ekasmin 

svare lupte vivádini, "When one dissonant note (vivádin) is omitted, 

it is called hexatonic”, SarnSR. r, 7, 54 merely explains hexatonic 

as а series of six notes. KuSR. 2, I, 4, 124-125 still knowing the 

classical theory of fourteen kinds of hexatonic connected with the 

fourteen jatis, does not mention the 47 hexatonic forms of these 

jatis. The first half of KuSR, 2, 1, 4, 126 is missing. VenkCP. 

5, 3-4 mentioning the ten characteristics of the тараз, viz. initial 

note (graha), dominant (ажа), low register (mandra), high register 

(tà ra), final note (xydsa), final note (apanydsa) of a section of the 

song, final note (sasnnya sa) of the first section, final note (vinya sa) 

of the verbal theme (fada) of a section of a song, prevalence 

(bahuiva) and rareness (alpatá) omits the hexatonic (:s@dava). 
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| audubita. Pentatonic (audwbita = audavita = audava) is 
defined БМ. 28, 84 (Bombay е4.): pancasvaram audavitam vijñe- 
yam das алаһат prayogajnath | trimsatpraka rauihitam piirvoktam 
laksanam № asya || “The pentatonic treatment relates to five 
notes [in a grama] and is to be known (the translator omits prayo- 
gajnath, "by the experts of performance") as being of ten kinds. 
Its subdivisions are thirty and have been mentioned before" 
(Ghosh, Transl. II, р. 23, ch. 28, 98). Cf. BhN. 28, 76 (Baroda ей.). 
Тһе ten kinds of pentatonic jatis are the ten jatis, which may 
become pentatonic, viz. gándhà*i, raktagandhart,  madhyama, 
файсатӣ, kaistki, ársabhi, dhaivati, naisddi, sadjamadhyama ала 
sadjodicyavatr. Cf. Ghosh, Transl. II, p. 17, ch. 88, 56-60. The 
number thirty, which is the number of the pentatonic forms of 
the |845, is also mentioned MBrh. 250: tathdpavadanirmuktas (?) 
trimSad audubtte bhavet, "In the same way there are thirty penta- 
tonic forms, separated from the exceptions" and explained MBrh. 
p. 67, ll. 16-22: asyarthah—tatha tena prakdrena apavadanirmuktas 
trimSatprakavro boddhavyah. tad yatha—trisastimadhye nttyasam- 
pirnandm catasrndm jatindm navamsah pálaniya h. tesu фа titesu 
caiuspaticasad amśās tatra vasisyante. tatrapi catusparicasanmadhye 
catasynam (айтат mityasampurnasadabanam dvddasa saptaisah 
pataniyah. tesu patitesu dvicatvarims$ad amśesw klasvarair audubt- 
lavidhir bhavatiti, "Its meaning is as follows: In this way: Thirty 


hexatonic (sa dava), p. oo), must be subtracted from the sixty-three. 
When these are subtracted fifty-four dominants remain. Besides, 
twelve kinds of pentatonic, which have seven dominants (sa, п, 
ga, ma, pa, dha, ni) of four jatis, which are always complete or 
hexatonic, have to be substracted from the fifty four, When these 
have been subtracted, there is a pentatonic procedure on faty-two 
dominants (which are initial notes too), with notes, which have 
been mentioned before". Now the calculation 1s finished, while 
the number thirty is not obtained. Like the calculation of hexa- 
tonic, the calculation of all pentatonic forms of the jatis starts 
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from the number sixty-three, the number of all dominants, which 
are also the initial notes of the jatis. After having subtracted nine 
dominant-initial notes of jatis, which only exist in their complete 
form, we have, moreover, to subtract from the remaining fifty-four 
twelve dominant-initial notes of four jatis, which only exist in а 
hexatonic or heptatonic (ie. complete) form, that is to say the 
gandharodicyava jati, which has sa and ша as dominants, the 
nandayanti Jati, which has pa as dominant, the апад јан, which 
has п, ga, pa and ni as dominants and the 544 jati, which has sa, 
ma, pa and dha as dominants in the hexatonic form and the sad 
jati, which has ga as dominant in the heptatonic form. After having 
subtracted these twelve dominants from the number fifty-four, 
forty-two dominants remain. To get the number thirty, mentioned 
in the BhN. and the MBrh. as the real number of all pentatonic 
forms of the játis, we have to subtract once more twelve dominants, 
which, though not enumerated in Matanga's calculation, are 
mentioned together with their jatis MBrh. 246-248; Ghosh, Transl. 
П, p. 18, ch. 28, 67-71. Cf. BhN. 28, 69-71 (Bombay ed.): gándhá- 
riraktaga ndharyoh sadjamadhyamapaficamaáh | ѕаріата$ сайа vi- 
jfieyá уези caudavitam bhavet || 69 || доам sad jamadhyamámsau tu 
gandlaro 'tha nisddavan | rsabhas сата файсатуат | kaisikyám 
сайа dhaivatah || 70 || evam hi duddasaite syur car jyáh файсазуағе 
sadá | tas (v anaudavita nityam kartavyd játayo budhaih || 71 ||, 
"In the раная and raktagandhári [jatis] sadja, madhyama, 
paficama and nisdda (= saptama, "the seventh" note) have to 
be considered, on which there is [no] pentatonic (cf. BhN. 28, 62 
(Baroda ed.) nauduvitam instead of caudavitam) (69) In the 
sadjamadhyama [jati] gandhara and nisáda are the dominant- 
initial notes, in the файсаті ПАН) rsabha, in the kaisiki [jati] 
dhaivata (70) These twelve always have to be excluded [as initial 
notes or starting points] in pentatonic. The above mentioned jatis 
always have to be applied by the experts without pentatonic (71). 
That is to say: the above mentioned jatis are not pentatonic, when 
the above mentioned notes are their dominant-initial notes. 
Ghosh' translation of these verses will lead us astray, since the 
author did not understand that the notes to be omitted in certain 
jatis, were the dominants (ата), which had to be excluded from 
being the initial notes of the pentatonic forms of these játis. Ghosh, 
Transl. П, p. x8, 1 20 f. also wrongly translated dvaw sadjama- 
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dhyamamsau (Bombay ed. 28, 70 = Baroda ed. 28, 62) “the sadjz 
and the madhyamá respectively..", while the sadjamadhyamá 
jati is meant. We can prove this by the fact, that there is no 
pentatonic 5447 jati at all, as appears from BhN. 28, 51-53 (Baroda 
ed.); Ghosh, Transl. IT, p. 17, ch. 28, 58-60, where the ten pentatonic 
jatis are mentioned and from BhN. 28, sr (Baroda ed.); Ghosh, 
Transl. II, p. 17, ch. 28, 60-61, where 544}: is mentioned among the 
four hexatonic јаїіѕ. The fact that the madhyamd jàti has no 
gandhara and шада among its dominants proves once more 
that Ghosh’ translation of 28, 69-71 on p. 18 is not quite correct. 

If we count up all the dominants of the ten pentatonic jatis 
mentioned BhN. 51-53 (Baroda ed.); Ghosh, Transl II, p. r7, ch. 
28, 58-60, we arrive at the number forty-two: 


IO pentatonic jätis 42 dominants (ата) 
(сі. Ghosh, Transl. II, p. 17) (cf. Ghosh, Tr. II, p. 24-28; ВАМ. 
28, 112-159 (Bombay ed.)) 
gandhari sa ga ma pa nt 
raktagandhari sa ga та pa ni 
madhyama sa гі ша pa dha 
paricami rs pa | 
kaisiki sa ga ma pa dha пі 
arsabhi | n dha ni 
dhaivati ridha 
najsadi agani А 
sadjamadhyama sa riga ma pa dba т 
sadjodicyava sa ma dha hi 


The twelve dominants to be excluded from being the initial note 
of a pentatonic form of a jati are the notes which are printed in 
italics. Omitting these dominants, We obtain thirty dominants, 
which are the initial notes of the 30 possible pentatonic forms of 

the jātis. | | 
SarnSR. т, 7, 55-57 merely defines pentatonic as a series of 
five notes. багі5Е. r, 7, 18-20 enumerating the complete, the 
hexatonic and the pentatonic jatis, may be compared with BhN. 
28, 57-60 (Bombay ed.); BhN. 28, 50-53; Ghosh, Transl. II, p. 17, 
ch. 28, 57-61. PàrsSS. 2, 14 informs us on the character of the notes 
to be left out in the pentatonic: vivädint svaradvandve lupte tv 
audava isyate, “When two dissonant notes are omitted, it is con- 
sidered to be pentatonic’. KuSR. 2, 1, 4, 127 still remembering 
14 
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the classical theory of the pentatonic of jàtis, says: daga jatyany- 
sangenapy auduvam dasadhá bhavet | tasydmSasya vibhedena punas 
irimsadbhsdà matah ||, "In connection with the ten jatis there is 
pentatonic in ten ways; besides, by distinction of the dominant- 
initial notes thirty varieties are considered to exist". VenkCp. 
5, 3-4 mentioning the ten characteristics of a raga, omits the 
hexatonic as well as the pentatonic. 
alpatva. The rareness (alpatva) or rare occurrence of a note 
in a jati, mentioned Datt. 59, is defined Datt. 6rab: yam ving 
hinatd yasyah syac cet tasyam tu so ‘lpakah, "If in a [јан) there is 
defectiveness without it, then in this Пай) it is the rare [note]’. 
This line is quoted MBrh. p. 69, l. 21, where yasya h is replaced by 
yasyám. The rareness is also defined BhN. 28, 82 (Bombay ed.): 
dvividham  albatvam—langhanád anabhyásác ca. tatra sadavauda- 
vilakaranatvam [anjamsSadnam gitanam antaramargam upagatadnam 
svara nām langhandd anabhyásác ca sakrd wccáramam vyathajatih, 
“Rareness is twofold: in consequence of passing over (/anghana) 
and of non-repetition. In this case, it is the cause of the hexatonic 
and the pentatonic [forms] by passing over (lavighana) or not 
repeating (anabhyasa) notes, which, being not dominant-initial 
notes, become intermediate notes (antaramárga, cf. comm. Datt. 
55-61, p. 196; SarnSR. І, 7, 52-53) of the songs. It (ie. the rareness; 
арата) means: producing [only] once, according to the jatis’. 
The explanation given MBrh. p. 59, ll. 16-20 is rather confusing: 
tathalpatvam bahutvam ca dvividham sanyásadigato bhavet tadantara- 
margenett. antarama rgasya laksanam уаћа jatisu kvacid và anamśo 
vindlpah. tatha ca kármaravyaà т ра ndhárasya sarvasvarasangatya 
bahutvena ntaramárgabprayoga tii vaksyate, “In the same way, 
rareness and prevalence are twofold. That one, the final notes of 
which, sa, etc. are obtained. Then by the intermediate note 
(antaramárga). The characteristic of the intermediate note is: As in 
jatis some note being not the dominant is lacking or rare. So the 
kürmárawi [АЧ], as a result of the coming together (sangat) of 
gandhara with all notes, due to prevalence. This is called the 
application of the intermediate note (antaramarga). 

SamSR. I, 7, 50-51 determines the twofold rareness (alpatva) 
as follows: alpatuam ca dvidhà proktam anabhyásác ca langhandt | 
anabhyásas tv anamSesu prayo lopyesv apisyate || 50 || 3542 sparso 
langhanam syat, "Rareness is called twofold, by non-repetition 
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and by passing over. The non-repetition js considered to exist 
commonly among notes, which being not dominants, may generally 
speaking be omitted (50). The passing over means a slight touch”. 
This slight touch is explained by R. Simon, Марһа, Sisupalavadha 
п, 90, a Z.D.M.G. 57 (1903), P. 522, as a slight touch of the 
string: mit ganz leichter Berührung дег Saite”. Among the 
КСА ways of lute playing, described бот ЕУ. 5, 15-22, there 
is а special way of touching a note, called sparsa (touch), which 
is mentioned SomRV. 5, 20: dhatir eva sparso drutamuktd, “Touch 
(sparsa) is like dhati, but quickly released" and explained in the 
commentary of Somanatha himself: tathapi piirvasvaradhvanana 
eva parasvaram kimcit sbrstoá drutam — purvasvarapradaríanam 
sparsa зи jWeyam, “Even so, if, after having produced the first 
note and having touched some other note, one quickly shows the 
first note [again], this is regarded as touch (sparsay. Cf. R. Simon, 
Die Notationen des Somanàtha, in Sitz. ber. d. philos.-philol u. 
d. hist. КІ d. К.В. Akad. d. Wiss. 1903, p. 457, no. 12, sparsa. 
According to the European music theory the sparsa of SomRV. 
is a pralltriller or mordent. 

From SamsSR. 1, 7, 52-53 (for the translation see comm. Datt. 55- 
бт, p. 196) defining the intermediate note (antaramarga), it becomes 
clear, that rareness (alpatva) is connected with the intermediate 
note, a note, which is comparable to the passing or alternating 
note of European music. 

KuSR. 2, r, 4, 107-109 explains the two kinds of rareness (a/patva) 
as follows: etadviparyaya d uktam alpatvam ca sada budhath | pray 
'abhyása udito ‘namsibhitasvaresu hi || то? || kvacil laksyanuro- 
dhena lopyasvaragato matah | svardt svarantaram gacchan gata 
tanmadhyavarttinam || 108 || талай sprsati tat proktam langhanam 
bürvasüribbih | langhanam varjanam prahuh kecid griavisá radah 
|| 109 ||, “Rareness is always called the opposite of it (i.e: баһшта 
or prevalence) by the experts. Commonly it is called non-repetition 
in case of notes, which are not dominant (107). With respect to some 
characteristic mark it js considered to be connected with the note 
which may be omitted. A singer, who goes from one note to the 
other, touches slightly the [note] which exists between the above 
mentioned ones. This is called skipping over (шї ата) by the 
ancient sages. Some song-experts call the skipping over omission 
(varjana) (109). So KuSR. explains skipping over (lasghana) as 
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a special way of singing, we Would call, in European music theo 
a glissando. The interrelationship of the rareness (al b aby ah 
the intermdate note (antarama' ga) is elucidated KuSR. Z, T 


IXI-II2: lopyasvaro 'tha va пат уй tah prayo vilanghyate | WE 
svardvaleh prayah punah punar udiranat | 111 || апа ыс442 


anamsana m lopyana m langhane "pi (са) | yah prayogah so аға” ув 
margah kai$cid thocyate || 112 ||, "The note, which may be omitted, 
or the note, which is not dominant, is commonly skipped over, most- 
ly, because, several times, series of omissible notes are produced 
(ттт). The application because of non-repetition of notes which 
are not dominant and in the case of skipping over omissible notes 
is called by some people intermediate note (antarama rga) (112)”, 
Ven КСР. 5, 3-4 still mentions this classical jati characteristic 
among his ten characteristics of the raga. VenkCP. 5, 15 defines 
alpatva: alpatvam ca dvidhà proktam anabhya sāc ca langhandt, 
“Rareness is called twofold, in consequence of non-repetition and 
of skipping over". The skipping over is explained VenkCP. s, 12: 
svarasyasparsanam yatra langhanam tatra kirtitam, “Where not 
touching of a note occurs, there skipping over (langhana) is 
mentioned". Repetition (abhyása) is explained VenkCP. 5, 13-14: 
yad ekasya svarasyaiva nairantaryena vå 'tha và ||x3 || vyavadha nena 
và bhüyo bhityo Фу wcaranam hi tat | abhydsah, "The production of 
one note, many times, uninterruptedly or interruptedly, this is 
repetition". For rareness (alpatva) of the accidentals (v:kría notes) 
see comm. Datt. 16. 
bahutva. Prevalence (bahwtva) is defined BhN. 28, 82-83 
(Bombay ed. tadvad bahutvam alpatvaviparyayad | dvividham 
eványsdm api balinam затса тай... | 82 || samcáro 'msabala- 
stha nam alpatvam durbalá su са |, "In the same way, prevalence 
(bahutva) is twofold, as it is the opposite of rareness. It is, however, 
a coming together of other notes, which are strong... (82). The 
coming together (samcara) relates to dominants and strong notes; 
rareness, however, occurs on weak notes". Cf. BhN. 28, 74-75 
. (Baroda ed.) The definition of prevalence (bahutva) mentioned 
MBrh. p. бо, ll r-4 is rather confusing. _ 
Prevalence is clearly explained SamSR. 1, 7, 49: alanghanat 
tatha 'bhyásád bahutvam dvividham matam | paryá ya mse їн! 
tac ca vádisamva dinor api ||, “Іп consequence of the non-skipping- 
over and in consequence of the repetition prevalence (bahutva) 
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is considered to be twofold and occurs on the recurrent dominant 
(ата), the sonant (vadin) and the consonant (samvádin) note’. 
"Won-skipping-over" (alasüghama) is explained in Kallinatha’s 
commentary оп p. 190, 1 т as sa'kalyena sparsa, “completely 
touching. Cf. KuSR. 2, 1, 4, 104-106: bahutvam dvividham proktam 
mumbhir bharatádibhih || 104 || svarasydlatighandd там punah 
punar udiranat | yasya sydd bahudha bhyasah sa затта di nigadyate 
|| 105 || alarighanad yad bahutvam vadisamvddinor iha | ato 'nayor 
idam nama paryáyalve sthitam sadd || 106 ||, “Prevalence is called 
twofold by Bharata and the other sages (104), by not-skipping- 
over of a note oT by producing it several times. That [note] which 
is often repeated, is called consonant (samvddin) (105). And pre- 
valence by non-skipping-over occurs on the sonant (v@din) and 
the consonant (samvádim) [notes] Therefore, this term, which 
applies to both of them, occurs always in the case of repetition (106)”. 
For the prevalence (bahutva) of the dominant (азиа), the sonant 
(vádin) and the consonant (samuddin) see comm. Datt. 18: amsa, 
vddin and samvádin. 

VenkCP. 5, і2 stil mentions the two kinds of prevalence: 
alanghanam tatha 'bhyaso bahutvam dvividham matam |, "Prevalence 
is twofold: non-skipping-over and repetition". "Not-skipping-over" 
(alanghana) is explained VenkCP. 5, 13: sákalyena svaraspar$as tv 
alanghanam itt smriam, "Completely touching of a note is tradi- 
tionally non-skipping-over (a/asghana). For the explanation of 
repetition (abhydsa) by VenkCP. 5, 13-14 see comm. on rareness 
(alpatva), p. 212. 


60. nydsa. The final note (nyása) is defined BhN. 28, 81 (Bombay 
ed.): atha nydsah—ekavimSatividho hy angasama Маш. ... туа зо 
hy angasamaptau sa catkavimSatividho vidhatavyah, “Then the final 
note (nydsa): Being of twenty-one kinds, it occurs at the end of 
a limb (айра: a part of a composition (vastu), called vivadha, ekaka 
or vrtta, and consisting of several sections (vida riy) cf. Ghosh, 
Transl. II, р. 75, ch. 31, 201-202 and p. 76, ch. 31, 217; BhN. 3r, 
180-181)... The final note, occurring at the end of a limb may be 
performed in twenty-one ways’. Cf. Ghosh, Transl. IL p. 23, 
ch. 28, 99-100, who replaces in his translation ‘limb’ (subordinate 
division) by 'song', probably, because he did not understand the 
word аяра іп this context. ! | 
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Datt. біса explains syása as a note, which gives the Jàti its 
name: »yásas іш svarajátisu патайуі, “Тһе final note is the name. 
giver in the svara jätis”. Datt. 62cd mentions the final note occurring 
in the lower register (mantra nydsa is a wrong reading of mandra- 
пуйѕа) as a special feature of pure jatis. Cf. comm. Datt. 48: 
Suddha jati, and Ghosh, Transl. П, p. 16, ll. 4-6. In modified jatis 
the пуйѕа is the only characteristic which is constant and which 
should not be left out. Cf. comm. Datt. 48: vi&ría jätis and Ghosh, 
Transl. II, p. 16, LL x f. 

The twenty-one nydss are explained MBrh. p. бо, Ц. 9-13: 
idanim пуйзат dha—nyasyate tyajyate yasmin yena và gitam 
tan nyása tts. sa nyásah sa ekavim$atisamkhya tt. tad yatha sadjaya 
ekasadjo (read: ekah sadjo) пата nyásah. evam ай: бойаһатуат. 
astadasajdatisu са nyása h. amsah sama Маи karya йу arthah, "Now, 
I will explain the final note. That [note], on which or by which 
the song is fixed and abandoned, is its final note (xydsa). There 
are twenty-one final notes. For instance: Of the 54474 [Jati] one 
[note] called sadja, is the syasa. Thus it must be understood in 
the beginning. The final notes occur in eighteen jatis. It must be 
applied at the end of a limb (read: angasamápíau in stead of amsah 
samaptau). Such is the meaning’. The 18 jatis (7 pure (Suddha) 
and ir modified (ита) jatis) have twenty-one mydsas. While 
most of the eighteen jatis have one final note, two jatis have more 
than one, viz. sadjamadhyamá, which has sa and ma as nyasa 
(cf. Ghosh, Transl. П, p. 25, ch. 28, x18-120; BhN. 28, 128, Bombay 
ed.) and katśikī, which commonly has ga and пі as final notes, 
while pa is its »ydsa, when dha and ni are its dominants (cf. Ghosh, 
Transl 1I, p. 28, ch. 28, 146-149; BhN. 28, 156-157, Bombay ed.). 

Par$SS. 2, хі defines the final note: cdlaystud svare yasmin sa 
nyása upavesyate, "The note, on which one has caused [the raga] 
to gO away, this one is brought to the condition of a final note’. 

SarnSR. r, 7, 38-39: gte sama ptikyn nyasa ekavisnsatidhá ca sah 
1 38 || sa d?yádinàm tu saptána m nyásah syán námakrt svarah, "In 
a song the final note produces the conclusion and it is of twenty-one 
kinds (38). The final note is the denominating note of the seven 
[pure (Suddha) jàtis], sád jt, ес”. SarmSR. І, 7, 39 f. mentions the 
final notes of the modified (vikyta) jatis: dvau ndmakarinau ѕайја- 
тайһуатауат іш tau matau || 39 || udicyava trayam татат 
тра аза tu kaifihi | kármárawi Файсатата gantah файсарағаһ 
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smriih || 40 ||, "In the sadjamadhyamda Пан) two denominating 
[final notes] are considered to exist (39). The three udicyavd jatis 
(Kallindtha comments: sad jodicyavà, gandharodt cyava and madhya- 
modicyava ) have ma as their final note; the kaisiki [ati], however, 
has ni, ра and ga as its final notes; the kármáraw Цай) has paficama 
as its final note; the other five [jätis] (Kallinatha comments: 
sadjakatstki, raktaga ndhári, ga ndharapasicammi, апа and nanda- 
yanti) traditionally have ga as their final note". 

The classical theory of the mydsa is still mentioned KuSR. 
2, I, 4 79-82: jdteh затар уп пуйза ekavimSatidhodita || 79 || 
saftánàm Suddhajatinam nyisáh syur àdimasvara В | dvau nydsau 
sad jamadhyamáya m gaditau tu samau svarau || 80 || wdicyava nam 
iritaye nyasah syan madhyamasvarah | katstkyam nipaga пуйзаһ 
karmaravyam іш pancamah || 81 || gandhdrah kathito nyasah sista- 
файсази јайѕи | evam пуйѕа В samuddistah samasad ekavimsatth 
|| 82 ||, "Thefinal note, which terminates the jati, is said to be of 
twenty-one kinds (79). The final notes of the seven pure jatis are 
the initial notes. In the sadjamadhyama [jati] the notes sa and ma 
are said to be the two final notes (80). In the three udicyavd [atis] 
the note madhyama is the final note. In the katśtkī [јан] ni, ра and 
ga are the final notes; in the &ármáraw: Пан) paficama (8x). Gan- 
dhàra is said to be the final note in the remaining five jatis. Thus 
the final notes enumerated together are twenty-one (82). 

SomRV. r, 82 briefly defines the final note: gifisamáptividhà yt 
nyásah, "The final note produces the end of а song (gttz)'. Cf. also 
VenkCP. 5, 8: туа зазуағаһ sa kathito yena gitam samapyate, “Тһе 
final note is called that [note] Бу which the song ends”. 

vidari. The sections or smaller parts of a composition are 
called vidári. This term, which occurs Datt. 60, 142, 150, 151, 233. 
is defined Ghosh, Transl IJ, p. 75, ch. 3X, 203-204: "203. That 
which consists of padas or varnas, is called а vida rt... 204. Because 
it splits (viddvayati) notes, it is called vidári and it resembles 
". (These verses do not occur іп the Bombay and the 


heavy varnas”. 
Baroda editions, see notes 2 and 3 on p. 231 of the Baroda ed.). 


The idea of splitting is also found Datt. 142: gitapesim vida rim tām 
áhur gītavidāraņāäm, “They call a section of a song (gitafest) vidári, 
because it splits the song (с Йал44 rama). | | | 
MBrh. p. 57, Ш 14-17 mentioning two kinds of sections, viz. 
song sections (gitavidavi) and sections of the verbal theme (pada- 
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vidart), explains paddndm ... vidàraná as khanda, “fragment, part” 
and gifakesi, which may be a wrong reading of Bharata's gitafesi 
as gitakhanda, “fragment or part of a song". Vida rika used Datt. 
151 instead of 012471 also occurs SàrnSR. 2, 25 and is explained by 
Kallinatba as gitakhandad m, "parts of a song’. 

BhN. 31, 192 (Baroda ей.) mentions the number of vidārī to be 
applied in the principal part of a composition (vastu) : ekakam ty 
vidary eka te cobhe wivadhah (-dham) вттаһ (-tam) | satbaram 
tryavaram ук ат..., "The ekaka consists ot опе 944%, and the 
vivadha of two and the vrta not less than three and not more than 
six vidáris" (Ghosh, Transl. П, p. 75, ch. 31, 201-202). Cf. Bombay 
ed. 31, 181 and Пай. 150-151. BAN. 31, 186 (Bombay ed.), however, 
prescribes a different number of 2122715: íryavaraikádasapará 
vidáryah parikirtitah | caturuimSatir еазат pramanam paramam 
smrtam ||,‘“Vidaris in a song are said to be three in the minimum 
and eleven іп the maximum, (but) their highest number may (in 
rare cases) be twenty-four’ (Ghosh, Transl. IT, p. 76, ch. 31, 209). 
СІ. Baroda ed. 31, 197; SarnSR. 5, 75-76; KuSR. 2, 4, x, 35. For 
the ekaka, which consists of one vida”, see also SarnSR. s, 77, the 
vividha, which consists of two vidáris SàrhSR. 5, 68 and the vrita, 
which consists of three, four, five or six vidárikás SarnSR. 5, 108. 

KuSR. 2, 4, т, 24-25 defines 012277: samáptir yatra varnasya và 
padasyobhayor atha | sà vida riti vijfeyd gitasya ca vidàranát || 24 || 
khandanárthad gitakhandam tattvenatrabhidhiyate, "Where ап ac- 
complishment of varza (see comm. Datt. 97-99) and of verbal 
theme (pada) or of both of them exists, there is, one should know, 
a vidari. Because it splits the song (24), which means that it divides, 
it is truly called a song section”, 

For further informations on the vidári a term, which belongs to 
the chapter on time-measurement (talàdhya ya) ав we may guess 
from BhN. and SàrnSR., we refer to comm. Datt. 142. 

apanyása. The secondary final note (afamyása) is defined 
BRN. 28, 8: (Bombay ed.): tadvad afanyáso фу angamadhye 
satpancasatsamkhyah.., "Like that one (ie. the final note, 
пуа sa) the secondary final note occurs in the midst of a limb 
(I would rather translate: "in the midst, that is to say, in the 
limb’; cf. Ghosh, Transl. II, р. 76 f., ch. 3r, 217 f.; for айра see 
comm. Datt. бо, ydsa) and it is of fifty-six kinds". СІ. Ghosh, 
Transi. П, p. 23, ch. 28, 99. 
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The apanyasa is explained MBrh. p. 60, ll. 14-20: sddnim apa- 
пуйѕат dáha—afpanya'so тс prayogasamaptau apanyasah. sa са 
satpasicasadbhedabhinno bhavati. gitanam madhye boddhavyah. yatha 
yatra sama plam toa gitam pratibha sate so 'panydsah. sa са vidari- 
madhye bhavati. gitasariramadhyama ity arthah. yathá sad jagra me 
sadjamadhya yah ѕаМарапуаѕа bhavanti, sadjodicyava yás са атан 
pancanam pratyekam trayam trayam iti caturvimsatih Sesds tu 
madhyamagra me, "Now, I will explain the secondary final note 
(apanya sa): When the афапуйза occurs at the end, the apanydsa 
occurs at the conclusion of the execution. And it has fifty-six 
varieties. One should know that it appears in the midst of the 
songs. For instance: Where a song appears as being finished, there 
is the apanydsa. But it occurs in the midst of a section (vida ri; 
see comm. Datt. бо, viddvz). It means, that it occurs in the midst 
of the body of the song. For instance: In the sad7agra ma: there are 
seven afanyásas of the sad jamadhya [Jati], two of the sad ;odicyavá 
Пай) of five [jàtis] each one has three apanydsas. These аге 
twenty-four. The remaining ones аге іп the madhyama grama”. 
SàrnSR. т, 7, 41 gives a brief, but clear definition of the secondary 
final note: apanydsasvarah sa sy@d уо viddrisamapakah, “The 
secondary final note is the [note], which terminates a section 
(vida riy. SarmmSR. r, 7, 41-47 mentions the total number of apa- 
nyasas, after having enumerated the арапуа ѕаѕ of all jatis: kar- 
maravyam ca naisádyám ándhrimadhyamayos tathá || 41 [| arsabyya m 
ca svara ye 'míás ie "panyásáh prakiriitah | wdicyavàna m tritaye 
‘panyasau sadjadhaivatau || 42 || madhyamo raktaga ndharya m 
gamdharyam sad japaficamau | запіфа h sad jakatsikyám райсатуа n 
жора вттаһ || 43 || ripau gandha rapaficamya n заууат gár- 
dhårapañcamau | dhawatyóm vimadhah prokta nandayaniyam 
mapau matau || 44 || rivarjya h sat са kaisikya m ѕарариу dare pare | 
saptasvarapanyasa m іш bhasante sadjamadhyamam || 45 П аға ye 
тіуа apanydsas te syur ehonavimsatih | saptatrimsat pare te са 
saipafcáíat tu затушаһ || 46 || kaisikyam saptapakse tan guae 
jaficásatam viduh |, "In the kdrmaravi, the жаайт, the andhri, 
the madhyama and the ér;sabht [jatis], the notes which are dominant 
are said to be the secondary final notes. In the three udicyava 
[jàtis] (viz. sad jodtcyava, ga naharodicyava | апа madhyamodigava ) 
sadja and dhaivata are the secondary final notes (42), ш ше 
raktagandhari [ан] madhyama, in the gandhari Пан) ба а an 
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paficama; according to the tradition, in the sad jakaisiki Ван) sa 
ni and pa, in the фа? озю? [jati] ni, ri and pa (43); ri and pa in the 
ga паһағафайсат [ati], gàndhara and paficama in the sad ji Паң), 
ri, ma and dha are mentioned in the dhatvati [jati], ma and pa are 
considered to occur in the nandayanti [jàti] (44). There are six 
[apanyásas] without ri in the harsski ПАН), others speak also of 
seven. They say that the sadjamadhyama [jàti] has seven notes 
as арапуйѕа (45). Here the final notes, which are apanydsas, are 
nineteen. Together with thirty-seven other ones there are fifty. 
six (46). In case of seven [apanydsas] in the kaisiki [jati], people 
consider them to be fifty-seven’. 

KuSR. 2, 1, 4, 83-85 drawing a clear distinction between the 
final note (туа sa) and the secondary final note (apanydsa), defines 
the apanydsa: apanyásah svaro nama uddrinam sama рікті | nanu 
nya sad apanya sah katham evam prihag bhavet | 83 || natvam пуйѕаѕ 
tu jatyader anta evadvatisthate | арапудзаһ punas tatra niarale khanda- 
kam іш yat || 84 || samdpayet tad evatra nyasat parthakyam arhati |, 
“The note, which is called apanydsa, concludes a section (014242 ri). 
But how does the afanyasa differ from the »yasa ? (83) Not being 
the same, the mydsa occurs at the end of jatis, etc.; the apanyasa, 
on the other hand, [occurs] in the middle. The fact that it brings 
a section to an end, constitutes its difference from the final note’. 

The difference between the myasa and the apanyasa is also 
noticed VenkCP. 5, 8-9: avantarasamaplim уо ra gasyapi tanoti 
sah || 8 || афапуа sah smrto nydsas tv atyantikasamaptikwt | iti bhedo 
bhaven nydsdpanydsasvarayor dvayoh || 9 ||, “That one, which 
produces the end of intermediate [parts] (8) of a raga, is traditional- 
ly the apanyāsa. The пуаѕа, however, produces the final end. 
Such is the difference between the two notes, nyása and apanyasa 
(9). 


6lab. For 6rab containing a definition of the rare note (alpaka 
=alpa) see comm. Datt. 59, alpatva. 


бісі. améadhya, “full of dominants” or “richly endowed with 
dominants”. This characterization of the final note (mydsa), which 
is not found in the BhN. or elsewhere, may point to the fact, that 
in most of the jatis the final note is also one of the dominants. 
nàmakrt; svarajati. The final note (nyasa) is the name- 
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giving or denominating note (nd жабу) іп the seven pure (Suddha) 
jatis, which each of them starting from one note (svara) of the 
octave (за аба) may also have been called svara 7488. Cf. comm. 
Datt. 48, suddha (jati) and saptasvarákhyayá, "called after the 
seven notes’. For a definition of the final note (nyása) see comm. 
Datt. бо, nyása. 


62. This verse defines the pure ($wddka) jati, which has already 
been commented upon in comm. Datt. 48, Suddha (jati), 

graha, "initial note', cf. comm. Datt. 57, graha. 

apanyása, "secondary final note", cf. comm. Datt. 60, afa- 

n yása. 

amsa, "dominant', cf. comm. Datt. 57, amsa. 

mantranyasa. This is a wrong reading of mandranyása, 
"the final note in the low register”. Cf. comm. Datt. 48, suddha 
(7818), p. 167 f. and comm. Datt. бо, nydsa, p. 213. 

pürna, "complete', cf. comm. Datt. 48, Suddha (јан). 


63-64. Datt. 63-96ab is quoted MBrh. 201i-230ab, 243cd-248 
and 250cd, introducing the quotation with the words: tathd сала 
bharatah, “Bharata said:...’’. Matanga probably refers to a text 
of BhN. which differs from the Bombay and Baroda editions and 
which may still exist somewhere in an unedited manuscript. 

sangati. The coming together (ѕайрай), which, in the ВАМ. 
is called samcára, is defined BhN. 28, 82 (Bombay ed): evanyesam 
api bainam затса тар, "Of other strong notes, however, there is а 
coming together". It is mentioned in connection with the inter- 
mediate note BhN. 28, 83 (Bombay ed.): samearo ‘msabalastha nam, 
"The movement (samcadra) of notes relates to the strong amsa 
notes" (Ghosh, Transl. II, p. 23, ch. 28, 97). Cf. MBrh. p. 59, ll. 
194. and SamSR. т, 7, 52. The ѕайрай or samcara, which is not 
clearly defined anywhere, may mean that the note to Which it 
refers precedes or follows some other note, with which it is said to 
come together. 

The subsequent notes of the ancient Indian айай may be 
compared to the simultaneously sounding notes of the European 
Chord. We should notice that harmony is not restricted to the 
European polyphonic, homophonic and monodic styles of music, 
that is to say, to music consisting of simultaneously sounding notes, 


220 | COMMENTARY 


which form certain harmonic intervals and chords. The ancient 
Indian music, which is monophonic, that is to say, a music merely 
consisting of subsequent notes, shows a predilection for Special 
combinations (sazgats) of notes, which follow each other in the 
melodic line, and an accurate system of melodic intervals called 
consonant (samvádin) sonant (vadtn), assonant (anuvādin) ang 
dissonant (vivad:in) So we may observe in the ancient Indian 
music a kind of linear harmony. 

sadja jati. The structure of the 54474 or 544 јан is described 
BhN. 28, 112-114 (Bombay ed.): anśāh syuh pañca sidjáyá nisa- 
darssabharvarjitah | apanydso bhavaty ата gandhdrah файсата$ 
tathà || 112 || пуйѕа$ cátra bhavet зай) lopyah saptama eva ty | 
sadavam saptamopelam alpau vat saptamarsabhau || тіз || sadja- 
ра паһа rasamcaras tatha dhatvatasadjayoh | ga ndharasya ca bà hulyam 
ty айға kàryam prayoktirbhth || x14 ||, “Тһе dominants (ағла) of the 
sddjd@ [ji] are five, nisada and rsabha being excluded. In this 
Пан | gandhara and райсата are the secondary final notes (афалуа - 
sa) (112). And sadja is the final note (nydsa); the seventh note 
(= nisada) may be omitted. Hexatonic appears on the seventh 
note (that means: the seventh note, nisada is left out in the hexa- 
tonic form of this jati). Nisada and rsabha are rare (alpa) (х13). 
There 15 a coming together of sadja and рапАаһага as well as of 
dhaivata and sadja. Performers have to apply the prevalence 
(балшіуа-- bahuiva) of gandhara (ті4). Cf. BhN. 28, 95-97 
(Baroda ed.}; Ghosh, Transl. П, p. 24, ch. 28, 103-104; MBrh. 
201-202. A more detailed description of this játi is given MBrh. 
р. 69, L 12-р. 7o, L 11: tatra sadjydh sadjagra masambandha ya 
amsa grahah фалса bhavani:i. tad yatha sadjagándháramadhyama- 
parncamadhaivalà grahá ат$4% ca. ga паһағарай camáv apanyasau. 
ntsadahina sadabo sad jo nyasah. ѕаїјара пала rayoh sad jadhaivatayos 
ca sangatsh. ga ndháro ‘tivelapadituat parasparagamanam са sangatsh. 
файсазғағараға táragalih sadjasvarát раға và mandragatih. sadja- 
dhaivatayos ca audubitalvam са sarvathasva nasit. затфитпа sádabà. 
yada sampüurná giyate ladà rsabhaparscamayor nisadapancamayor 
alpatvam káryam. kutah—yam vind hinata yasyám syat cet іазуат 
ім so lpakah | tis vacanát. yadá sddaba giyate tada rsabhasyalpatvam 
káryam. $esándm svardnám bahutvam. а5у45 са dasamsakah. tad 
yathà. $uddhá vikrtas ca panca fürnás. catvárah sádabah gándhàre 
‘mse sadabapavddat. tendmsah sphutayante tena likhitk. sad jamsena 
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Suddhatvam. sadja$ capanydsah. sampurndvasthayam | astavidha- 
laksanam. sadabdvasthayam navavidhatvam. $uddham parityajya 
caturvidha зай) vikrta boddhavyd. asya§ ca dhaivatádimürchana. 
parcapa m$ cifre marge тараан gitih. pancapanidvikalah vartika- 
marge sambhavita рїн catuskalah paticapa nih daksine marge 
prihula gitth. anena kramena sarvisdm jatindm boddhavyam. vīra- 
raudradbiuda ғаѕаһ karyah. prathamopaksepage dhruvaga ne viniyo- 
gah, "In this case of the sad: ПАН), which is connected with the 
sadjagràma, there are five dominant-initial notes. That is to say: 
sadja, gandhàra, madhyama, paficama and dhaivata are the 
initial notes and the dominants. Gandhara and райсата are the 
secondary final notes (afanyása). Without nisáda there is hexatonic. 
Sadja is the final note. There is a coming together (sangat) of 
sadja and gandhara, and of sadja and dhaivata. Because рапаһага 
occurs many times, there is a coming to each other (farasparaga- 
тапа) and а coming together (sa#gatt). The movement in the high 
register consists of five notes. Or, beyond the note sadja, the move- 
ment in the low register. À pentatonic form on sadja and dhaivata 
(in the function of starting notes and dominants) does not exist at 
all [This АН] is complete [or] hexatonic. When it is sung in its 
complete form, in that case rareness (alpatva) of rsabha and pan- 
cama, and of nisáda and райсаша must be applied. Why? ‘If in a 
ПАН) there is defectiveness without it, then, in this [fat] it is the 
rare [note] (a quotation of Datt. бі ab) When it is sung in its 
hexatonic form, rareness of rsabha must be applied. Of the remaining 
notes there is prevalence (байшіта). This [ati] has ten dominants. 
There are five pure (ssddha) and modified (viria) complete (purna) 
[forms] (each of them having one of the five dominants of this 
jati, ie. sa, ga, ma, pa, dha, as initial note). There are four hexa- 
tonic [forms], because hexatonic is excepted, when gandhara 15 the 
dominant. In that way the dominants appear; in that way they 
are written down. When sadja is dominant, there is ipsnm 
(Suddhatva) (that means: the ДАН is pure, Suddha). Sadja is the 
secondary final note (apanyasa). In the fixation of the complete 
(бағпа) [forms] there is an eightfold characterization. In the 
fixation of the hexatonic [forms] there are mune кшп. Тһе риге 
[form] being excluded, the modified (vikrta) 544) Паб] may be 
considered in four ways. Its scale (murchand) starts with dhaivata. 
In the citra style (in which the instrumental music prevails; cf. 
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comm. Datt. 43){the tala] is файсауа n1(—v--v-= J. del 
or ded ddd d- cf. Ghosh, Transl. П, p. 56, ch. 31, 21-22; cf. also 
comm. Datt. 127-129) and the git; (rhythm, cf. Ghosh, Transl. IT 
p. 39, note (76)!; cf. also comm. Datt. 237cd-240ab) is magadhi- 
in the vártika style (in which the instrumental and the vocal music 
are of equal importance; cf. comm. Datt. 43) there is a paficabáni 
of two kalás (unit of time; cf. Ghosh, Transl. П, p. 53, note (2) 1) 
and sambháwità is the gift; in the dakşiņa style (in which the vocal 
music prevails; cf. comm. Datt. 43) there is a файсафа mi of four 
kalas and the git: is prihula. In this order we have to observe all 
jatts. Heroism, fury and wonder аге the sentiments (rasa; cf. comm. 
Datt. 48, 740, p. 169-172) to be practised. Its application takes place 
in the dhruvá-song, which occurs in the first act (upaksepa)’’. 

The 544% ДАН is also explained SarnSR. т, 7, 60-64: sa йрн 
arsah surah parca nisddarsabhavarjitah | ntlopat sádavam so "tra 
pirnatue kākaī kvacit || бо || sagayok sadhayos сайа samgatir 
bahulas tu gah | ga mdháre ‘mse na ner lopo mürcchana dhaivatadika 
l| бі || ала tdlah  paficapá mr atra catkakala “dikah | kraman 
тата cilravritidaksina риауаһ punah || 62 || тағай sambhavita 
са фуімшей kramad wah | naiskra mikadhruva yam са prathame 
preksane smurtah || 63 || vintyogo dvádasátra kald astalaghuh Ба | 
азуат sadjyam sadjo nyásah. ga mdharapancamay apanya sau. тактай 
drsyate. asyah prastarah, "In the 44% ПАН) there are five domi- 
nants, nisida and rsabha being excluded. By omission of ni there 
is hexatonic. Somewhere іп a complete (фий ла) [form of this jati) 
с sharp (kakali ni) [appears] (60) There is a coming together 
(samgatt) of sa and ga, and of sa and dha. Ga is prevalent. When ga 
is dominant, there 15 no omission of ni. The scale (mrchaná) starts 
with dha. (61) The time-measurement (а) is threefold. There is 
the paricapāni consisting of one kala, etc. The styles, in due order, 
are: citra, vrtiti and daksina; besides, the gitis, magadhi, sambhavita 
and pirthuld, in due order. In the dhrwvá-song (see Ghosh, Transl. 
IL, p. 143, ch. 32, 366), which accompanies the actor's departure 
from the stage, in the first act (preksaya) [the sddji ДАҢ) is tradi- 
tionally (63) applied. There are twelve periods of time (kala ) and 
eight short periods (¿aghukala ) (that means: twelve periods or bars, 
each consisting of eight short times, laghukala, or eight máiras). 
In the sad; [jàtijsadja is the final note (mydsa). Gandhara and 
paiicama are the secondary final notes (afanyása). The Varats (тара) 
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is noticed. Its (ie. of the 5227 jati) representation is as follows: 

... For the transcription into European staff notation of the 
music example, which follows this description, see music example 
по. 2а. For the application of the kakali ni (c sharp) see comm. 
Datt. 16; SàrnSR. т, 5, 4-6. 

KuSR. 2, I, 4, 141-149 (146 is missing in this text) describes 
the 52431 ДАП as follows: rinisddau vind sádjyám атар файса 
surah smriáh || x4x || gándháraparicamau фона v apanya' saw svara v 
sha | nyásah sadjo ‘tra lopena sadavam зуап nisddinah || x42 || 
piirnatve какай catha kvacid jneyo nisadavan | ра ndhàrasyátra 
bahulyam samgatih sagayoh punah || 143 || madhayos ca vidhdtavya 
ga ndhàre ‘mse na sádavam | mw rcchand dhatvata ауа syat kalah syur 
dvàdasátra са || 144 || satpitaputrakas tala ehadvikacatuskalah | тат 
gah kramad tha jieyas citravaritikadaksinah || 145 || gitth syan 
mügadhi citre vrttau sambhavita tatha | daksine prihula jneya kala 
castaguruh sm riá| 147 || prathamapreksane casya vintyogah pra- 
kirtitah | naiskramikya'm dhrwa уат ca татай drsyate ‘tra ca || 148 || 
Synga rádbhulavira $ ca таза азуат prakirthiah | prastaro ‘sya yatha- 
fdstram tanyate krsnabhūbhujã || x49 ||, “According to the tradition 
five notes are the dominants in the 544% [jati], ri and ni(sada) being 
excluded (141). Gándhàra and райсата are called here secondary 
final notes; sadja is the final note. By omission of nisáda there is 
hexatonic (142). Іп the complete form kakali ni (c sharp) may be 
noticed somewhere, There is prevalence of gandhara. Coming 
together of sa and ga (143), and of ma and dha may be produced. 
When gandhara is dominant there is no hexatonic. The mü rcchana 
starts with dhaivata. There are twelve periods (Каја) (144). The 
tāla is satpitaputraka (—«--v-— di ddddd- or J. ddd d.) 
and contains one, two or four kals. The styles to be noticed in due 
order are: citra, ғат Ша and daksina (14 5). The rhythm (grt) is 
mágadhi in the citra style, sambhávità in the vriti style and фий 
may be noticed in the daksina style. The kala traditionally consists 
of eight long [syllables] (147). They say that it is practised in the 
first act, in the dhruva-song, which accompanies the departure 
from the stage. Тһе Varát» raga is seen here (ie. in this jàti) (1 48). 


Love, wonder and heroism are called the sentiments in this (ай). 


According to the sacred books, its representation is shown by 


Krsnabhübhuj (ie. the author himself) ( x40) KuSR. 2, I, 4 
150-156 contains a music example, which is a variant of Sarhgadeva's 
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music example of the 5243 jati. For the transcription see music 
ex. no. 2B. 

Sarügadeva's description of the 54401 jàti is quoted CikAB 
2, 394-398 and TulSS. p. 38. Sarmgadeva’s music example is quoted 
TulSS. pp. 38 f. For the transcription of the different readings see 
music ex. no. 2C. 

Since the jati concept is an anachronism in these later music 
 treatises, that is to say the treatises written after Kumbha’s time 
(1433-1468), it is more interesting to trace in those books the 
тараз, which are connected with the jatis. Now, we shall examine 
the Рағай тара, which is mentioned in the descriptions of the 
sad ji jati. 

There were two kinds of тағай, the тағай mentioned SàrnSR. 
2, 2, 10 among the thirteen vagdmgas and the suddhavaratika 
mentioned SàrnSR. 2, 2, 12 among the nine bhása gas. The тағай 
is already defined MBrh. p. 129, ll. 11-14: madhyama т5а dhaiva- 
tanta rsabhena іш durbala | sadjadhaivatasamvddo duisrutinam sa- 
dhaivatam || bhásá іш sádaba hy esa bahudhaivatamadhyama | татай 
сей vikhyata gita vidyádharaih khila ||, "That one which has ma 
as its dominant, dha as final note, which is rare in its ri (durbala = 
alba), of which the sa and dha and the notes of two $rutis (ie. ga 
and ni) come together, which has the note dha, of which the 04454 
is за алба, which has many dha and ma notes, is called тағай, 
sung by the experts’. The тағай, which is according to SarnSR. 
1,7, 64 connected with the 5444 ДАҢ, is mentioned SamSR. 2, 
x, 30 among the #25272 раѕ derived from the bhinnapancama raga. 
Cf. also SàrnSR. 2, 2, 85 ab. 

According to SarnSR. 2, 2, 83 the bhinnapaficama тара contains 
the kakali ni (c sharp), a note which occasionally occurs in the 
sadji jati. The таған raga is described after the bhinnapancama 
SàmSR. 2, 2, 85-86: dhamía sadjagrahanyásá татапаға táradhai- 
vata ||85 || sametarasvard geya śrngāre $àvn gasammata | itt татай, 
"That one which, according to Samgadeva, has dha as dominant, 
sadja as initial note and final note, ma in the lower register, dhal- 
vata in the higber register (85), and equal other notes, which 15 
sung in the erotic sentiment, that is ғаған”. 

The varaitha or $uddhavardttkaà is according to SamSR. 2, 2 
123-124 connected with the зане? тара and is sometimes called 
batuki. SarhSR. 2, 2, 14-15 mentions six kinds of varafi, viz. kaun- 
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tali, dravidi, saindhawi, wpasthànavarátikà, hatasvaravaratt and 
praia pavaratika, which, each of them, are described SarnSR. 2, 2, 
130-133. These six гараѕ may have been secondary ragas derived 
from the тағай Ед or $uddhavarátiká raga. 

Kallinátha, comm. on 54гі5Е. vol. II, p. 137, ll. x f. determines 
the vara t raga in the same way as MBrh.: bhinnapasicamabhá sa syad 
тағай dhamabhüyast | (бата ridurbalá тата sadhayor migayor 
уній |, "Varáti has bhinnapancama ав bhásá, dha and ma as 
prevalent [notes], dha as final note, ri as rare note, ma as dominant, 
combined as to its sa and dha and to its ni and ga" (which means 
that sa and dha, and ni and ga come together; see samgats, comm. 
Datt. 63-64). 

The таға (М4) тара is also defined ParsSS. 3, 23-24: vibhásá 
ға раға)азуа фаЯсатазуа vardtika || 23 | dhamša sad jagrahanyásá 
dhatàrá mandramadhyamá | samaslesasvará pirna $ràgáre уаѕйко- 
айа, "Varátikd, which is а vibhdsa of райсата, the king of ragas 
(23), has dha as dominant, sadja as initial note and final note, dha 
as the highest, ma as the lowest note, sa and ma as combined 
notes, is complete, and [is applied] in the erotic sentiment as 
Yàstika (an ancient authority on music) opines”. 

The fuddhavarátikà is defined Par§SS. 3, 45-47. Six kinds of 
this fuddhavaratika , all of which have ба а as final note, are 
described Рат555. 3, 49-57. 

KuSR. 2, 2, т, 86 also derives varajti(ka ) from the bhinnapancama 
тара. KuSR. 2, 2, 2, 104-105 illustrating his description of the 
тағай тара by a music example, says: bhinnapaficamabhavá varaj tha, 
táradhàmíamrdumá | samasvará | sagrahantapart pitritasvara, kd ma- 
daivatarasá niyujyate || 104 ||, "Varatika springs from the bhinna- 
файсата. It has the dha of the high register as dominant, the 


lower (mrdu may mean here mandra, i.e. the lower register) ma, 


equal notes, sa as initial and final note. It is complete as to its notes. 


It is applied, while its sentiment is the sentiment of the love god 


(104)". | " 

The £uddhavara!i is described KuSR. 2, 2, 3, 40-41 апа also 
illustrated by a music example. The Suddhavara ва ) is quite 
unlike the varátiká ). Its origin is not the bhinnapancama raga, but 
the залға raga. It is sometimes called datuki. Its £ructure is 
different and it is used in a different sentiment, that is to say, in 


the pacifying (Santa) sentiment. It is most likely that not the 
15 
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Suddhavarattka, but the тағай (Ға) raga is referred to by Sàrügadeva 
and Kumbha, describing the sad Jati. 

А таай raga is still mentioned DamSD. 2, 55-56 (Bake, Proef- 
schrift, pp. 44-47). 

RamSM. 4, 55-57 describes a scale (mela) called Sámavaráli, 
which has the same tonal structure as the vardfi raga: éuddhah 
sarigamas сайа Suddhaw pancamadhatvatau || 55 || visa dah kakali 
nama саит yukiah svarais іш yah | melah за талғайуаһ syat 
tasmin sa mavaraltka || 56 || tondipürvavara H ca рғатаға gà 5 са kecana 
| фу esa $a rigadevasya ѕаттаіо margavedinah || 57 ||, “Тһе MelA of 
Ѕатауагаһ (sic) consists of these svaras, namely, Sudha (sic) Sa, 
Sudha Ri, Sudha Ga, Sudha Ma, Sudha Pa, Sudha Dha, and 
Kàkali Ni. Sàmavaráàli Thóndi  Purvavaráli and a few Grama- 
Кара are, according to Sharngadev, who was well-versed in the 
Marga-music, the derivatives of this Méla (of Sàmavaráli)" (transl. 
by M. 5. Ramaswami Aiyar). RamSM. 5, 46 mentions the following 
characteristics of the sa mavara тара: sadjamsa sagraha sad janyásá 
samavara lika | sampürnà sarvadd geya sámavedasamudbhava ||," The 
sa 'mavarali [raga] has ва |а as dominant, sa as initial note, sa as 
final note. It is complete and it may be sung at any time. It orig- 
inated from the Samaveda". RamSM. 5, 21-22 mentions the 
same characteristics in connection with the тағай. 

The sa mavarali mela is also mentioned болп КУ, 3, 34: s@maura- 
limele Suddhah sarigamapadhas ca káhaliká | asmad Фуат vasanta- 
varaly adyas са pare ragah || 34 ||, "In the scale (mela) sámavara H sa, 
ri, ga, ma, pa, and dha are $uddha, besides there is the kakali [ni]. 
From it the vasantavard{t in the first place, and also other ragas 
(аге derived] (34)”. 

VenkCP. 4, 107-110 describing the 5йтатағай mela indicates 
the exact number of srutis of each note of this scale: sad jah sSuddhas 
ca тіратаһ $uddhau paticamadhaivatau || 107 || nisa dah Какай name 
ty etair yuktah svarais іш yah | melah sa mavaralya khyara gasya уат 
uddhriah || 108 || sadja eka rsabhe tisro due ge са mapayoh prthak | 
catasra$ ca catasras ca dhe tisrah райса nau smptah || 109 || tty asya 
Srutayo јӯеуа dva vimSatir iti sphutam..., "Sadja, ті ga and ma 
are pure ({uddha), paficama and dhaivata are pure (107). Nisada 
is called kákali (c sharp) That one which is provided with these 
notes is mentioned as the scale (mela) of the raga which is called 
sámavaráli (108). Traditionally, on sadja there is one, on rgabha 
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there are three, on ga two, on ma and pa each four, on dha three, 
and on ni five [rutis] (rog). So, we should know, its $rutis are 
twenty-two. This is clear , , ."*. 

CikAB. 2, 755 describing the varáfi raga quotes SàrnSR. 2, 2, 
85-86. CIKAB. 2, 756-757 quotes Haripala, the author of Sudhakara, 
who defines the тағай тара іп the same way. On the dominant, 
initial note, etc. of this raga CikAB. 2, 970 quotes RAmSM. 5, 21-22. 
The description of sémavarali Cik AB. 2, 993 borrows from RamSM. 
5, 46. 

TulSS. p. 89 describes the vardlirdga as follows: suddhah syuh 
sarigah Suddhapan camah Suddhadhaivatah || kákalya khyanisa do 
vikriapasicamamadhyamah | etath saptasvarair yukto varálimela iritah 
| varà: ptirnatdyukta sagrahadméa svamelajà bhinnapatcamabha - 
seyam sarvayamesu giyate ||, "Sa, ri and ga are pure, paficama is 
pure, dhaivata is pure, nisáda is called kakali (c sharp), madhyama 
is the modified (на) paficama (that means: the paficama of 
three $rutis is used here as а sharpened madhyama, g sharp; see 
comm. Datt. 16, wkría notes). That one which is provided with 
these seven notes is called varálimela. The тағай [raga], which is 
complete, which has sa as initial note and dominant, which origi- 
nates from its own mela and which has bhinnapan cama as its bhasa, 
is sung at any time". This description, however, resembles Катпатпа- 
tya's description of the śuddhavarālī (RámSM. 4, 43-45). 

The sdémavarali mela is explained TulSS. p. 107: ká kalya khyans- 
5440 туе Suddhah sad jádayah surah | yuta ele yatra samavara lime- 
lakas tu sah | asmin sámavardli ca тар gamdha rapañcamah | 
bhinnapaticamardgddya raga anye bhavant hi || ragah samavara - 
lyakhyah syat sampürnah svamelajah | sad jagrahámsakanyasah sã- 
уат esa pragiyatel,"Nisada is called kakali, the other notes, sadja, 
etc., are pure. Where they are applied, there is the sámavara й scale 
(mela). In this [scale] there is the sa mavaral: тара; gándharaparicama, 


and bhinnapaficama, etc. are the other ragas. The тара called 


samavarali is complete and springs from its own mela. Having 


Sadja as initial note, dominant and final note, it is sung in the 
evening'. This description corresponds to the structure of the 


sá»navardli mela mentioned RámSM. 4, 55-57- 


According to RàmSM. 4, 55 сйтатағд , —— ae i 
a | he samavarali mela. The word mela does 
are ragas derived from the + een ee 


not mean "original mode", but “basic scale 
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word pūrva suggests that the $4rvavaràh was the old varáli ог 
тағай mentioned S4mSR. 2, 2, ro (see SarnSR. vol II р. ї 

i -r s » Р. 17, 
note 1) and defined SarnSR. 2, 2, 85-86. Tondi may be a forerunner 
of the modern Indian todt. While the scale of the modern Hindostani 
todi (c Ф-е- f* g a b-c, cf. Fox Strangways, Music of Hindostan, 
App. П and no. 40 of the Table of Hindostani Rags, p. x 50-151), 
which is similar to the Karnatic pantuvarali, resembles the «uddAa- 
varáh (sa,Tl,ga,ma,pagdha,ni,—def g*(= a) a b сё or, in modern 
notes:de'f* g** a bt с“ and transposed:cd' e" f* ра? b+; cf. Venk- 
CP. 4, 156; RamSM. 4, 43-45; comm. Datt. 16, vikría svaras, table 
of old and modern Indian scale) the modern bia skhami todi (c db 
e fg a’ b; cf. Fox Strangways, Table of Rags, no. 34), which 
belongs to the Hindostani bharravi mela (= Karnatic (odi or 
hanwmatodi) resembles the sámavaráh scale (sa,ri,ga,ma,pa,- 
dha,ni, —defgabc* or, in modern notes de*f^ ра» с and 
transposed: cd? e^ f g a^ bt; cf. VenkSP. 4, 109; RamSM. 4, 
55-57, who prescribes the kakali ni — c sharp or transposed b). 

We should not think that the fod? raga is the later name for the 
old таға: or таған. It was Ramamatya who classified the йг, 
the $4rvavaràl: and the sámavaráli under the 5а тауағай mela, 
it may be because these тара had the same scale. The name tod? 
appears already SarnSR. 2, 2, 77, where it is defined as а raga, 
which has ma as dominant, initial note and final note, which has 
a trembling (kampra) note on pa and a ga in the lower register 
(mandra). According to SarmSR. 2, 2, 76 todika springs from sa dava, 
which is derived from the modified (vikria) madhyama jati. SarmSR. 
2, 2, 135 mentions cháyátodi and turuskatodi. DamSD. П, 15 calls 
vairaii and fodi wives of the vasanta тара, but DamSD. II, 34 and 
бх todi is called a wife of kausika. DamSD. II, 61 % is said to 
have ma as dominant, initial note and final note. 

The structure of fodi is explained SomRV. p. 244, no. 4 of the 
table of melara рас; sa ri sadh. ga ma pa dha kai. ni=deftga 
a bc+ ог, in modern notes: de^f ga b'c and transposed: c d’ e 
fga’ bt. Here ga is mentioned as the dominant, initial note and 
final note. This fodi with its pure (suddha) ma (g or transposed: 1) 
resembles the dslaskhan: todi. 

Тһе sharpened ma (g* or transposed 4%) of the Hindostani юй 
(= Karnatic pantuvarali), which is called cyutapasicama madhy ama 
(cf. RàmSM. 4, 43-45 describing the suddhavardli) or varalima- 
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dhyama (cf. VenkCP. 4 155 describing the suddhavardli), is explain- 
ed TulSS. p. 69, I. ті-2І as the lower pa of three Srutis, which, 
though belonging to the madhyamagrama, is used as a modified 
(vikrta) ma in the sadjagrdma together with the ordinary pa of 
four Srutis of the sadjagrama. 


65. arsabhi jati. The drsabhi ја is defined BhN. 28, 115-117 
(Bombay ed.): drsabhydm іш bhavanty amsa dhatvatarsabhasaptamah 
| ба eva hy apanyásá nyása$ са rsabhah зту1а || x15 || alpatvam ca 
visesena bhavet sádavaká rinah | langhanam pañcamasyaiva syad 
árohanasam$rayát |116 || safsvaram saplamahinam pañcasvarye 
ca pancamah | vivadinàm svara nām са samca ro 'tra vidhiyate || x17 ||, 
"In the arsabhi [jati] dha, ri and the seventh (i.e. ni) are the domi- 
nants. They are also the secondary final notes; rsabha is, tradi- 
tionally, the final note (115). There is rareness (а/файа) by а 
special kind of hexatonic treatment. In consequence of the ascend- 
ing movement there is skipping over of ра (116). The hexatonic 
form is without ni, and pa [is left out together with ni] in the 
pentatonic form. А coming together of dissonant notes is produced 
here (117)”. Cf. also Ghosh, Transl. II, рр. 24 £f., ch. 28, 105-107. 
The Baroda edition (BhN. 28, 98), however, mentions sa and pa 
as the notes to be omitted in the hexatonic and pentatonic forms. 
This procedure is followed by later authors. Cf. MBrh. p. 70, 1. 
12-р. 71, L 2: árgabhi suddhd giyate. nisadapancamalpaivam rsabha- 
ga ndháramadhyamapaficamadhaivatanisadàh зай jasadjah (read: 
sadjasya?) militva..[à r]sabhya m.  rsabhadhasvatanisa dà grahah 
svayam езатбаһ ta evipanyasáh файсазуағарағаз ta ғар | nisd dah. 
rpabho туаѕан nyasaparas tatparo va'mandrah sadjadhaivatapari - 
camah rsabhagándhárayos ca sanigatih. sad jahinam sa dabam. sad ja- 
paticamahinam audubitam. pürnivasthaya m sad jaga ndhàrapan Bn 
танат alpatvam. audubi[t]e gandharamadhyamayor аралат Sega - 
пат ca bahutvam. dasavidhatvam casyah dasamsa b suddhavth rtàh 
Pürnás trayah. файсатайіт mürchaná caccat putas tāla}. ekakalena 
citrena тарай. dvikalena varitkena sambhautita. catuskalena da- 
ksinena prthulā таға. 69. daksine kala. viraraudraibhuta vasah. 
prathamapreksanake naiskramiki Фила ga ne viniyogah, ihe “ч 
Sabhi [Jati] is sung in its pure (suddha) form. There 1s rareness 0 
nisàda and райсата; rsabha, gandhara, madhy ay р 
dhaivata and nisida come together with sadja in [ar]sabhi Dat). 
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Rsabha, dhaivata and nisáda are the initial notes. They are the 
dominants. They are also the secandary final notes. The high 
register, which consists of five notes, 1$ nisada (nisada is the highest 
note?). Rsabha is the final note. The low register, which depends 
on the final note or which goes beyond it, is sadja, dhaivata ог 
paficama (sadja, dhaivata or paficama are the lowest notes?) 
There 15 a coming together of rsabha and gàndhàra. Without 
sadja there is hexatonic, without sadja and paficama pentatonic. 
In the complete form there is rareness of sadja, gàndhàra and 
райсата. In the pentatonic form there is rareness of gandhàra 
and madhyama and prevalence of the remaining [notes] It has 
ten varieties. There are ten dominants. There are three complete 
(purna) forms, which are pure (Suddha) and modified (orta). 
The mtirchana starts with [the note] paficama. The tala is cacca- 
thuta (--“-- dddd- ог ddd dj; СІ Nandikeévara, 
Bharatarnava, p. 207; Ghosh, Transl II, р. 55, ch. 31, 10-11; 
Grosset, Inde, p. 298, col. 2) In the citra style, which contains 
опе kala the (rhythm (g#fz)] 15 magadhi; in the varttka style, which 
contains two kalds [the rhythm] 15 sambhawta; in the daksina style, 
which contains four alds, [the rhythm] is фуілшіа. The Adds [in 
this játi] are in the daksina style. The sentiments (rasa) are heroism 
and wonder. Its application [takes place] in the first act [of a play], 
in the dhruva-song, which accompanies the departure of an actor’. 

The ársabhi jati is also explained SarnSR. 1, 7, 64-66: arsabhya' т | 
іш trayo 'm$á h syur nisadarsabhadhaivata В || 64 || dvisrutyoh samgatsh 
Sesair laighanam файсатаѕуа ca | sádavam sadjalopena sapalopad 
thauduvam || 65 || mu rcchana paficamádis ca ійа< caccatputo matah | 
astau kala bhavantiha viniyogas tu pūrvavat || 66 || asyam arsabhyam 
rsabho nydsah. ата evápanyásá h. desimadhukaryau dr $yete. asyá h 
prasta rah:.., "In the drsabhi [jàti] the three dominants аге 
піѕада, rsabha and dhaivata (64). There is a coming together of the 
notes of two $rutis (ie. gàndhàra and піѕайа) with the other notes 
and there is skipping over of райсаша, By omission of sadja there 
is hexatonic, by omission of sa and pa there is pentatonic (65). 
The enircchaná starts with райсата. The metre is considered to 
be caccatputa. Here (that means: in the following music example) 
there are eight kalās. Its application is as has been mentioned 
before (66). In the drsabhi [jati] rsabha is the final note. The domi- 
nants аге the secondary final notes. The dest and madhukari [ragas] 
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x Ms Laos маб is as follows:...”. (For the tran- 
тына Ж ^-— m notation of the music example which 
мг erT coa mi SB, , See music ex. по. ЗА) Cf. TulSR. pp. 391. 

Compar е also Kusk, 2, I, 4, 157-161: árysabhyám tu graham $á pa- 

Ud syur miridhàh яжғаф | nydso 'syá rsabhe prokta isatsparse 
qus та | 157 || yatharakti svarath sesair nigayoh samgati(h) 
smyla | murcchand файсатай45 ca sadjalopena sddavam || 158 || 
auduvam sapalopena tālas caccatputo matah | prāgad astaw kaláé 
diim MELE YORA іш purvavat || 159 | desimadhuharira gau dr$yete 
4 gavedibhih || 160 || viraraudrádbhutarasá dr Syante rasavedibhih | 
bharatadimatad asyah jrastáro ‘tha pratanyate ||161 ||, "In the 
ar: sabhi Ја] the notes пі, ri and dha are the initial notes, the 
dominaMts and the secondary final notes. Its final note is paficama, 
when rsabha is said to be slightly touched (157). According to the 
charm, there is traditionally a coming together of ni and ga with 
the other notes. The ти сала starts with pajicama. Without 
sadja there is hexatonic (158). Without sa and pa there is penta- 
tonic. The metre is considered to be caccatputa. As previously, 
there are eight periods. Its application is as has been mentioned 
before (150). By experts of raga the des? and madhukari тараз are 
noticed (160). By experts of rasa (sentiment) the heroic, the furious 
and the marvellous sentiments are noticed. Its representation is 
propagated on the strength of the views of Bharata and other 
authors (161)”. The music example which follows this description 
is a different reading of the song SarnSR. r, 7, 66 used to illustrate 
the same jati. For the transcription see music ex. no. 3B. Though 
SariSR. may have borrowed the music examples of some jatis 
from an earlier treatise, іе. the MBrh. (cf. comm. Datt. 48, jati and 
гара, р. 186), it is not certain, that these music examples already 
existed in the ancient period of BhN., since they аге not included 
in the available printed texts of the ВАМ. 

According to $arnSR. 1, 7, 66; KuSR. 2, т, 4, 160 and Tulss, 
р. 39 the dest and madhukart тараз are connected with the a@rssabhi 
jati. A research into the development of these two тараз, which 
are handed down by many authors, will be very interesting, espe- 
cially, since the first one, dest’, still exists in the present time. uu 

MBrh. p. 118, 1. 20 calls madhukari: purna ca sankirna bhásá 
kakubhasambhavá, “а complete and mixed bhasa springing from 
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kakubha'. MBrh. p. 121, І. 8, however, says: bháseyam sddaba 
jieya preksake madhukari bhavet, “Madhukari, one should know, 
is the hexatonic bhasa in $reksaka" (preksaka may be а wrong 
writing of $renkhaka; сї. SàrhSR. 2, І, 31). SarnSR. 2, r, 22 men. 
tions madhuri as a bhasa of kakubha, whilst SarnSR. 2, I, 23 calls 
madhukart a vibhdsd of kakubha. Kallinatha, comm. on SàrnSR. 
2, 2, p. 133, explains madhuri: madhurt kakubhodbhii ta ата 
dha nta khslasuarë | gapayor nidhayor уина samkirna yási'ikoditá ||, 
“Madhuri springs from kakubha. It has sa as dominant, dha as 
final note. It 15 complete as to its notes. Its ра and pa, and its ni 
and dha come together. It is mixed, as stated by Yàstika (an 
ancient authority on music)” This characterization roughly 
corresponds to the rather corrupt lines of MBrh. p. 118, ll. 17-20 
describing madhukari. 

Kallinatha, comm. оп SamSR. 2, 2, p. 138, explains madhuri 
also as a mode derived from hindola: тауба santa bahupadhanisa 
hindolasambhava | madhurit rsabhalpa syat preksane vintyujate ||, 
“Madhur, which has ma as dominant, sa as final note, of which 
pa, dha, ni and sa prevail, which springs from hindola, of which 
ri is rare, is applied in the first act of a play (preksana)’. This 
characterization corresponds to MBrh. p. I2I, ll 6-8 describing 
the madhukari, derived from preksaka, a wrong reading of prenkha- 
ka, which, according to Kallinatha, comm. on SarnmSR. 2, r, 31, 
р. 12, 15 /undolaparyüyah, “а synonym of hindola’. 

The two kinds of madhuri are also mentioned KuSR. 2, 2, г, 695 
describing the madhuri bhasa, derived from kakubha: райсатат- 
Sagraha алата тірауоғ gapayor api | dhaivatarsabhayo$ сайа 
затраіуй ѕатраіа mithak || madhuri kakubhe bhasa sadjagra masa- 
masrita, "Having pa as dominant and initial note, dha as final 
note, being connected with a mutual coming together (samgatt) 
of ni and ga, of ga and ра and of dha and ri, the madhuri, which 
is based оп the sadjagrama, is а bhdsd in the kakubha [raga]’, and 
KuSR. 2, 2, 1, 945 describing the madhuri bhasá, derived from 
prenkhaka (= hindola): madhuri prenkhake баба madhyamagra ma- 
балп4ғауа | madhyamamsagraha sadjanyásá paiicamabhiyasi || dha- 
nyo$ ca dhapayor yukta samgatyd preksane bhavet |, “Madhuri, 
which is based on the madhyamagràma, is a bhasa іп the prenkhaka 
(= hindola) raga. It has ma as dominant and initial note, sa 45 
final note. It is prevalent іп its paücama. It is connected with а 
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coming together of dha and ni and of dha and pa, and it occurs 
in the first act of а ріау”. 

А third madhuri, alternately called madhukari, is described 
KuSR. 2, 2, 3, 23-24: bhásá ya kakubhodbhavd madhukari khyátd 
tadangam mata dhám$üntagrahand mamandramadhurd td rastha- 
sadja nota | sampirna gamaká nvitd sucisamavese nrbhir giyate sā 
jfieyá madhuri madhi ktivisaran ma dhuryadhuryoktitah || 22 (= 23!) 
|| фиатазіға са nilangi $ubhrasárasava hana || 24 ||, “The bhasd, 
which springs from kakubha, which is called madhukart’, which is 
considered to be a limb of this [raga] (ie. kakubha), which has dha 
as dominant, final note and initial note, which is sweet as to its 
lower ma, which is furnished with [a note] sa standing in the 
higher register, which, being complete and containing graces 
(gamaka, cf. Powers, Background, I, pp. 125 ff.), is sung by people 
in a holy meeting, this (тара), one should know, is тай мет, which 
is associated with sweetness, because it runs with many sweet 
sounds (23). [It is depicted as a woman] wearing a yellow garment, 
having a dark body, riding on a white swan’. 

In later music treatises the madhuri and madhukari are omitted. 
Only one author, CikAB. mentions these ragas: CikAB 2, 545, 
madhuri, a bhasd of kakubha; 2, 546, madhukari, a vibhasa of 
kahubha; 2, 555, madhuri, a bhásá of prenkhaka (= hindola). As 
this author quotes SarnSR. we may suppose, that the madhuri 
and madhukari тараз were already anachronisms at that time, 
that is to say in the seventeenth century. When after СІКАВ., іп 
the eighteenth century, TulSS. р. 39 mentions the madhukart in 
connection with the ársabhi jati, it is nothing but a literal quotation 
from the SarnSR. | NM 

The desi raga, however, which is also connected with the arsabhi 
jati (cf. SamSR. т, 7, 66), can be traced in almost all treatises and 
still exists, though in a different form, in the present time. | 

Раг455. 3, 33-34 defines the dest in the following way: а nga 22, 
revaguptasya gamandra paficamoj jhita | rssabhamsagr АЫ tatha 
samanibhüyasi| 33 || dest тата prayoktavyd тар ушп Е 
rase |, "That опе, which is a limb of revagupla, which has E = 
[a note of] the low register, which lacks pancama, which has тарпа 
as dominart, initial note and final note, and which is prevalent as 
to its sa, ma and ni (33), is called desi. This raga is арШей in the 


pathetic sentiment”. 


234 СОММЕНТАКҮ 


According to SarnSR. 2, 2, 1x dest is one of the thirteen ға gá teas 
SarnSR. 2, 2, 102-103 describes desi as а mode derived from reva- 
gupta: tajja dest rigraha msanyásà pancamavar jità || 102 || ga ndhàya. 
mandra karune реуа mamisabh& yasi |, “The desi, which springs 
from the above mentioned [raga] (ie. revagupta), has ri as initia] 
note, dominant and final note. It lacks райсата (102). It has 
gandhara as [а note of] the low register. It should be sung in the 
pathetic sentiment. It is prevalent as to its ma, ni and sa". 

KuSR. 2, 1, 4, 160 mentions desi in connection with the ағзаһы 
jati. KuSR. 2, 2, 2, 67-68 characterizes desi in the same way as 
SamSR.: rsabhám$sagrahanyásá mamandrá paiicamojjhita | nimasair 
adhika desi gatavya karune rase || revaguptodbhava sad jagra maga nam 
ифеуиві | desakára Из khyátà brhaddesiuidadm varaih || 68 ||, “That 
one, which has rsabha as dominant, initial note and final note, 
which has ma as (а note of] the low register, which lacks райсаша, 
which has many ni, ma and sa notes, is desi, which should be sung 
in the pathetic sentiment, which springs from revagupta and which 
is connected (?) with the за артата melody (рата; cf. comm. 
Datt. 48, pp. 175 f.), is called desakáva by the most excellent con- 
noisseurs of the Brhaddesi. This dešakara, however, is not found 
in the printed text of MBrh. According to SomRV. p. 246, Table 3 
desi and de$akára are different ragas. 

DamsD. П, 15-16 calls desi a wife of the vasania тара. According 
to DàmSD. II, 25 desi is sung after the second prahara (the 8th 
part of the day; a period of three hours), DamSD. II, 36 calls 
dest the beloved опе of dipaka raga, whilst DamSD. II, ді says 
that desi belongs to the райсата raga. DamSD. II, 89 mentions 
the classical characteristics of dest: desi paticamahind sydd rsabha- 
іғауазатуша kalopanatika jreya та тапа vikrtargabhà, "Desi 15 
without pa, having an altered ri in the three functions; her miirchana 
is kalopanata’”’ (Bake, Proefschrift, p. 53). Тһе pictural representa- 
tion is described DamSD. II, 90: nidrdlasam 54 kapatena катат 
vibodhayantt suratotsukeva gauri тапоуйа Sukapucchavastra khyata 
ca desi rasapurnacitta, ri ға та pa dha ni sa ri iti des, “Desi, а 
young woman, charming, with cloths of the colour of sulphur, ber 
mind full of desire, wakes up her beloved, who only pretends to 
be sleeping, as if anxious for love's sport. гі, ga, та, pa, dha, Пі, 
sa, ri. That is desi" (Bake, Proefschrift, p. 53). 

From SomRV. p. 246, Table 3 we may conclude that in the 
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mela system, in which ragas are arranged according to their scales, 
the desi, which has ri as dominant, initial note and final note, 
belongs to the $uddhara'makriyamela, which according to pp. 
244 f, Table 2, no. 14, consists of the following notes: Suddha 
sa, (ri is lacking), mrduma ga.tivratama ma, $uddha pa, $uddha dha, 
mrdusa ni, which means: d (е) f* р? a b c** іе. in modern notes: 
d (e*)f* gt a b^ cf and transposed: c (d) e ё? g a? b. 

Before Somanatha, RàmSM. 4, 27-30 described the suddhara- 
makriya mela: Suddhá h saripadhas caiva cywtapan? camamadhyamah || 
27 || cyutamadhyamaga maharas cyutasad janisádakah | Suddharaáma- 
kriya melah syad ebhih saptabhih svaraih || 28 || atra mele sambhavanti 
ye vagas tan atha bruve | Suddharámakriya файт árdradesi ca 
dipakah || 29 || ity ddyah sambhavanty atra mele 1012$ са kecana its 
$uddhara makriya melah, “The Méla of Sudharamakriya consists 
of these seven svaras, namely, Sudha Sa, Sudha Ri, Chyutha- 
madhyama Ga, Chyuthapafichama Ма, Sudha Pa, Sudha Dha 
and Chyuthashadja Ni. Then do I enumerate some of the Ragas 
derived from this Méla (of Sudharamakriya); and they are: —Sudha- 
ramakriya, Padi, Ardradési, and Dipaka, and also a few others” 
(M. S. Ramaswami Aiyar, Transl. p. 57). According to this author 
the suddhara'makriya scale consists of the following notes: d ей” 
g“ a bc** or in modern notes d e ff g* ab’ с? and transposed 
cd’ ef*g a’ b. The desi гара, however, is merely mentioned 
RàmSM,, Transl. p. бт, as no. 7 of the ‘Inferior Ragas’. | 

VenkCP. 4, 162-165 describing the notes of the §uddharadmakrtya - 
mela, mentions the exact number of érutis of each interval: sadjah 
$uddharssabha$ сайта gamdharo "ntarana makah | татай madhyamas 
cütha $uddhaw paficamadhaivatau || 162 І hákalyákhyanisádas cety 
etatsaptasvarodttah | fuddhara makriyákhya narágamelo yam técyate || 
163 || sadja ekarsabhe tisro gamdhare parica madhyame | ашин ah 
файсате lv eka dhe tisrah райса nau snria || 164 || у asya sr Mayo 
'smá bhir dvavimsatir udalytah |, "Sadja is pure, rsabha too, gan- 
dhara is called antara, (madhyama is ће) varalimadiiyama, рапсата 
and dhaivata are pure (162), nisáda is called kakali. That ыы 
which is said to contain these notes, is called the suddhardmakriya 
rágamela (163). According to the | tradition there р опе ips E. 
sadja, there are three on rsabha, five on gandhar аи оа р 

< t} n dha, and five on ni (164). In this 
yama, one оп pañcama, three оп alle, 2 Go. ermine to 
way its twenty-two $rutis are mentioned by us . 50, 
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to this author the $uddhara makriya mela consists of the following 
notes:,d е ,f* ,g^* за sb ,c*. 

The classical characteristics of the desi raga are still mentioned 
CikAB. 2, 791-792: revaguplasamudbhuto desirágo ‘tha kirtyate | 
gandhare mandratam yatah pancamena тіуағуйай || 791 || sadjama- 
dhya тӛізадези  bahutvam samupdgatah | rsabhá máagrahanya' so 
desira gas samirttah | 792 ||, “That one, which springs from revagupta 
is called desivaga, which becomes low оп gàndbàra, and which 
lacks paficama (791). The desi raga is said to become prevalent 
in its sa, ma and ni, having n as dominant, initial note and fina] 
note (792)’. 

The deg тара is described in a different way ИКТ. 7, 47: рай 
tyayyav athávohe ridhav atra са komalau | sadjadisvarasambhitir 
de$ya m ат5а tu rih smrtah ||, "Ga and пі may be left out in the 
ascent. Here (ie. in this raga) ri and dha are flat (komala) notes. 
There is a coming together of sa and the other notes. In 4е% п 
is traditionally the dominant". 

TulSS. p.9o, though explaining the suddharamakriyd raga, does 
not mention the desi raga in this context. The only raga, described 
by this autor m connection with the scale of suddharamakreya, 
is dipaka. 

The modern dest тара, which occurs in Fox Strangways Table 
of Hindustani Rags (after p. 150), no. 7 in the Gujarat version, 
containing the notes: cefga b differs in many respects from the 
classical dest. Cf. Pingle, History of Indian Music, rst Table (after 
p. 124) no. 24. This dest lacks the п, which traditionally was the 
most important note of the гара, that is to say, its dominant, initial 
note and final note. Besides, it has a pure ma instead of the tradi- 
tionally sharpened ma. The dipaka raga (cf. Fox Strangways 
Table, no. 49), which is connected with the defi raga (cf. DamSD. 
II, 36) and which belongs to the same mela, that is to say, the 
$uddhara makriyàá (сі. Som RV. p. 246, Table 3; RamSM. 4, 27-30; 
TulSS. pp. go f£) conserved the sharpened ma. The omission of pa 
(the fifth note) in the dipaka raga was a characteristic of the 
classical desi тара. But the modern defi, as mentioned by Fox 
Strangways and Pingle, lacks the characteristics of the classical 
desi. It may be that this desi is connected with the classical desa khyã, 
which has ga, stressed by a spurita (ie. a mordent; сі. Powers, 
Background, I, pp. 160-162), as dominant and initial note, while 
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ri is omitted. Cf. PargSS. 3, 31-32; SAmSR. 2, 2, ros; KuSR. 2, 2, 2, 
86-8; DamSD. II, 77-78; CikAB. 2, 796-797; SriRT. 7, зо. Гж4- 
khya is not found in the mela systems of RamSM.; SomRV. 
VenkCP. 

TulSS. p. 75 mentions a $«ddhadest, which has sa as dominant 
and initial note and which omits ga in the ascent. Its scale is based 
on the $riragamela, which consists of the following notes: $uddha 
sa, patica$ruti ri, sadharana ga, $uddha ma, $uddha pa, paficasruti 
dha, kaisika ni, ie. de*ft gab*c* or in modern notes: def 
gabc and transposed:cde*fgab*. This suddha desi тара, as 
handed down by TulSS., resembles the modern desi гара, described 
by Bhatkhande, Kramik Pustak Malika, Part 6, p. 347. According 
to this author desi belongs to the Gsávari scale (that = mela), 
which consists of the following notes: cd е? fg a’ b’. In this 
desi raga ga and dha are omitted in the ascent, whilst in the descent 
all notes are used. Тһе komala dha (а?) is sometimes changed 
into tivra dha (a). 


66. samadhyamau:''these two notes together with madhyama', 
ie. rsabha, dhaivata and madhyama. 

pragukta:‘‘as has been mentioned before" means “as has been 
mentioned in the preceding verse", which indicates sa and pa as 
the notes to be left out in hexatonic and pentatonic. 

utkramát: "in reversed order" means that the notes sa and 
pa, mentioned in the preceding verse, must be put in reversed 
order (ie. pa and sa), to get the notes to be left out in hexatonic 
and pentatonic. | 

dhaivati jati. The dhaivatijati is determined BhN. 28, 
118-120 (Bombay ed.): dhatvatyam dhaivatarsabhá v ат5аш nya sah 
sydd dhaivatah | apanyása bhavanty atra dhaivatarsabhamadhya- 
тар || xx8 || sad japaficamahinam. са pancasvaryam vidhiyate | pañ- 
camena vind caiva sádavam parikirtitam || 119 || arohinau ca taw 
kāryau langhaniyau tathasoa са | nisddas ca т; sabhas сайа уа 
balavams tathá || 120 ||, "In the dhatvatt jati the amśa is rsabha 
and dhaivata, the туй dhaivata, the apanyasa rsabha, madhyama 
and dhaivata, and the pentatonic treatments will exclude m 
and paficama, and the hexatonic treatment paficama m nn р зе 
two (the pentatonic and the hexatonic treatments) sho ' e a 
an ascending scale, and пізада and rsabha should be skipped ov 
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and gàndhára should be amplified” (Ghosh, Transl. II, р. 25 
ch. 28, 108-110). СІ. BhN. 28, 99-ror (Baroda ed.). 

The dhatvat: Jati is also described MBrh. p. 71, ll. 2-16: dhatvatad;- 
mirchana аһатайуа dhaivatam (?) mahau (?) grahaw атаи са. 
Suddhavasthayam dhawvaty eva пуа заһ. vikridvastha yam ca dhai- 
vatarsabhamadhyama apanydsah. dhaivato nydsah. baücamahinam 
sadabam pancamasadjahinam sadabam paicamasadjahinam audu- 
biam. 140 eva sadjapancamasvarau tu balau kartavyau. kvacil 
langhaniyau. pancasvaraparas ta rah. nya saparas tatbaro và mandrah. 
purnavastha yam sadjaga ndhà ramadhyamapancamanisdda пат alba- 
шат файсатаѕай javar jam са. etesám audubite albatvam. šeanàw са 
bahutvam. vividhatvam asydh saplamsakah, Suddha vikytah bürná 
rsabhadimürchaná tálah фаЯсара mh ekakalas citro mavgah magadhi 
gitih. dutkalo varttkah sambha vita. catuskalo daksinah brihulà kala 
daksine Шаһ duadaša vartike kala asíacatvárim$ad. таза vīra- 
bibhatsabhayanakah. dhrwagane prathame preksanake viniyogah, 
“The mürchaná of the dhaivat: [jati] starts with dhaivata. Dhaivata 
and rsabha (read: dhaivatarsabhau instead of dhaivatam mahau) 
are the initial notes and the dominants. In its pure (suddha) form 
dhaivata (instead of dhaivati) is the final note. In its modified 
(vikrta) form dhaivata, rsabha and madhyama are the secondary 
final notes. Dhaivata is the final note. Without paficama there is 
hexatonic; (pavicamasadjahinam sadabam must be left out, since 
it is a superfluous contradictory sentence); without райсата and 
sadja there is pentatonic. The sadja and paficama notes should be 
practised as strong (i.e. prevalent) notes. Sometimes they may be 
skipped over. The high register contains five notes. The low register 
has the final note as its limit, or goes beyond that note. In the 
complete (фи ула) form there is rareness of sadja, gandbàra, ma- 
dhyama, paficama and nisada, and omission sf paficama and sadja 
In the pentatonic form there is rareness of these notes. Of the other 
notes there is prevalence. It (ie. this jati) possesses variety, as it 
has seven dominants. It is pure, modified and complete. The 
sürchand starts with rsabha (which conflicts with p. 71, l 2: 
dhaivatádimürchaná) The tala is paficapam (d Jd d gd. © 
4 Jd 4 ; сі. NandBh. p. 288). The style is citra (in which 
the instrumental music prevails), consisting of one kalā and the 
rhythm is mdgadhi; [the style is] әу (in which instrumental and 
vocal music are of equal importance) containing two kalās and 
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[the rhythm is) sambhavita; [the style is] daksina (in which the 
vocal music prevails) and [the rhythm is] pythuld. Its kalās аге: in 
the daksina style twelve alas, in the vartika style forty-eight. 
Its sentiments are heroism, disgust and terror, its application 
[takes place] in the dhrwa’-song іп the first act”. 

_Dhawwati is also explained SamSR. І, 7, 75-77: sto dhatvatyam 
vridhav amsau langhyav drohinau sapau ||75 || palopat sadavam 
proktam auduvam sapalopatah | rsabhadir mürcchaná syat talo marga$ 
ca gitayah || 76 || vintyogas ca sadjivat kala dva dasa Ета} | азуат 
dhaivatyam dhaivato nyásah. rsabhamadhyamadhatvata apanya sa h. 
coksakaisikadesisimhalyo d;$yante. asyah prastā rah..., "In the 
dhatvati [jati] ni and dha are the dominants. Sa and ра may be 
skipped over in the ascending scale (75). Hexatonic is said to be 
produced by omission of pa, pentatonic by omission of sa and pa. 
The mércchand starts with rsabha. Metre, style, rhythms (76) and 
application are similar to that of the 5223 jati. Twelve kalas are 
mentioned. In the dhatvati [ай] dhaivata is the final note. Rsabha, 
madhyama and dhaivata are the secondary final notes. Coksa- 
kaisika, desi and simhali are noticed. Its representation is as follows: 

..". For the transcription of the music example, which follows 
this description, see music ex. no. 4A. Cf. TulSS. p. 43 and music 
ex. no. 4C. 

Cf. also KuSR. 2, 1, 4, 167-171: ridhau dhaivatikdayam іш svarav 
amsau  prakirititau | apanyásás trayah prokta ridhamah pitirva- 
süribhih || 167 || dho nydsah sddavam proktam pancamasya vilopatah 
| auduvam samayor lopat sadjapancamakau svarat || 168 || Purnatve 
'Ibataya sparíáv ubháv àrohwarnagau | mircchana rsabhadya syat 
kala dvádata kīrttitāh | 169 || sad уай anyad evatra зағат jneyam 
vi paścitā| bhaydnakak sabibhatso vira$ сайа rasáh smrid || 170 | 
rágás ca simhali dest coksakaistkasam jnikah | dsyante (04) samasena 
prastaro 'syah pradarsyate || 171 ||, "In the dhaivatiká [au] ri and 
dha are said to be the dominant notes; ri, dha and ma are mentioned 
by the ancient sages as the three secondary final notes (167). D 
is the final note. Hexatonic is said to be produced by omission БІ 
атон дођу omision of sa and ma. The notes sadja 
and paficama (108) are rare and both may БЕ : a d a din 
in the complete form, when they Б ап wi h potis 
varna (cf. comm. Datt. 97 f.). The mu ua Siani WEE == be 
Twelve kalās are mentioned (169). Тһе other [features] are all to be 
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considered by the expert in the same way as in the 544% jati 
Traditionally, terror, disgust and heroism are the sentiments 
(170). Тһе гараѕ simhali, desi and coksakaisika are noticed. The 
representation will be shown summarily”. For the different readings 
of KuSR., who borrows his music example of the dhaivati jati 
from SarmSR., see music ex. по. 4B. 

According to SarmSR. І, 7, 77; KuSR. 2, I, 4, 171 and Tuss, 
р. 43 three гара, viz. simhalt, dest and coksakatsika, are connected 
with the dharvati jati. For the structure and development of the 
desi тара see comm. Datt. 65, arsabhi Jati. 

Coksakaisika is an old raga, which already occurs Маг$, r, 4, 9 
under the name katśtka: antarasvarasamyukta kd kalir yatra dr$yate 
tam іш sadharitam vidyat paficamastham іш Раз ат, “When 
kakali [ni] (с sharp) appears together with antarasvara (f sharp), 
one must consider it to be sadha rita, when it is based on райсатпа, 
kaisika". Another version of the same kazstka is mentioned Хаг5. 
I, 4, ІІ: ka kalir dy$yate yatra pradhanyam paficamasya tu | kasyapah 
haisikam praha madhyamagra masambhavam ||, "Where kakali [ni] 
(c sharp) is seen, and where is prevalence (pradhanya = bahutva) of 
paficama, Ka$yapa (an ancient authority on music) speaks of the 
kaistka originating from the madhyamagrama”’. 

ВАМ. 28, 156-159 (Bombay ed.) describes а jati, called Àka:$:A;, 
which has, in a special case, paficama as its final note, and which 
uses sadja and paficama as strong (ie. prevalent) notes. Cf. 
Ghosh, Transl. II, p. 28, ch. 28, 146-149. According to ВАМ. 28, 43 
and 45 (Bombay ed.) дағ belongs to the madhyamagrama. 
Cf. Ghosh, Transl. П, p. 15, ch. 28, 42-43. 

MBrh. 321-322, p. 87 defines katstka: sadjamsaih pancamo 
nyásah Каі játisambhavah || 32x || tathd karmaravijateh svarath 
$ürnai$ ca kaisikah |, "That one, which has sadja as dominant, 
paficama as final note, which springs from the kaisiki jati and 
from the kärmaravī jati, with а complete number of notes, is 
katsika’’ MBrh. p. 87, 1l. 3-9 verses 321-322 are commented: asyár- 
thah — $uddhakaisiko пата madhyamagramasambandhah. hatsskt - 
ka rmáravi játayoh. samutpannatvat. tarasadjo ‘sya grahah amSas ca. 
фай camo nyásah. msado "та ka kali. piirnasvaras ca yam. citrasya sta 
база Яразуа nirvahane viniyogah. viraraudradtko rasah. sad jàdi- 
mürchand. droht varnah. prasannadir alanká ған. daksine kala 
vritau kala citre hala. svarapadagite caccatputàáditálah, “Its meaning 
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is as follows: The [raga], called Suddhakarsika, is connected with 
the madhyamagrama, as it springs from the kaisiki and the Aár- 
тағай jatis. Sadja in the high register is its initial note and its 
dominant. Райсата is the final note. Nisáda is sharpened (какап). 
This [raga] is complete as to its notes. Its application [takes place] 
in the conclusion of a play (ntrvahana; cf. Ghosh, Transl. I, pp. 
385 f.), in the cifra style, consisting of eighteen limbs. Heroism, 
fury, etc. are the sentiments. The тйғсһапа starts with sadja. 
The varna (cf. comm. Datt. 98) is the ascending one; prasannads 
is the grace. The [due number of] kalás in the daksina, vri and 
citra styles. In the song which has words to the notes the metres 
are caccatputa, etc.". 

Compare SàrüSR. 2, 2, 30-32: kármáravyás ca kaisikya h samjatah 
fuddhakaisikah || 30 || tà rasadjagrahamsas ca райсататіаћ sakakali | 
sa varohiprasannántah purnah | sad jádimürchana | 3x || viraraudra- 
dbhutarasah sisire bhaumavallabhah | geyo nirvahane yame prathame 
"по manisibhih || 32 ||, "Suddhakaisika springs from the kàrmaravi 
and the haisiki jati (30), which has sadja in the high register as 
initial note and dominant, райсата as final note, which has а 
kákali [ni] (ie. c sharp), the descending [varya] (cf. comm. Datt. 98), 
and the prasannanta [grace] (cf. comm. Datt. тот), which is complete, 
the тйтсһала of which starts with sadja (31), while heroism, 
fury and wonder are its sentiments, which is dear to Bhauma (the 
planet Mars) and which should be sung by the experts in the coo] 
season, at the conclusion of a play, in the first watch (ya ma, a 
period of three hours) of the day (32). This description is illustrated 
by a music example, consisting of three parts, viz. дара, an instru- 
mental prelude; vartani, a part of the composition which shows 
a further instrumental development and aksiptika, a part of the 
composition which looks like a song, containing words to ee 
(For a definition of 4/4)а, varlant and dksiplika, see н XA 
Inde, рр. 314 f.; SamaSR. 2, 2, 23-26.) For the transcrip a х 
staff notation of this music example see music €x. no. 5A, B, 


and D. 1 e 
Compare also KuSR. 2, 2, 1, 241_244: kármáravikaisth ib ша 
utpannah kakaliyutah | sampürnah savarohi са ia aqu - й- 
) n eadagdimircchands ta rasadjamsagrahapesara! añ- 
itah || 241 || sadjádimürcchands ta ғаҙасуатзаы à 

Bean | aa ro ehrthtussuladaivatal |! 242 |! — 

ЕЙ ihi ; Wieyah 545176 v 
viniyojyo manisbhih | sandhau nirvahane Jneya: : 
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243 || prahare јйеуа (geyah) kdlajnath suddhakatsikasar njñakah | 
“Which springs from the kaymaravi and the kaisthi jatis, is provided 
with kakali [ш] (с sharp), is complete, and contains the descending 
[varna], which is adorned with the prasannanta [grace] (241), the 
mtircchana of which starts with sadja, which is adorned with a 
sadja of the high register in the function of dominant and initia] 
note, which terminates on the paficama note, has the son of the 
earth (= Bhauma) as its deity (242), heroism, fury and wonder 
as its sentiments, which, one should know, must be practised by 
the experts, in the part of a play called conclusion (nirvahana: 
cf. Ghosh, Transl. I, p. 385), which must be considered (sung) by 
the experts of the time-theory in the cold season, in the first 
period of the day (243), [that one] is called Suddhakaisika’’. 

After KuSR. this raga fell into disuse. DamSD. П, 8 still mentions 
katstka, but 2, 23 he only mentions the period of the day, fitted 
for the practice of this тара, without describing its characteristics 
and its relation to the main ragas, called ‘male’ ragas. Later authors 
seem to have forgotten this raga, except CikAB., who says 2, 
651-652: kdrmaravikatstkibhyam srstah syat $uddhakasstkah || 651 | 
tdvasadjagrahamso "уат файсататаһ sakākalī | varno ‘varoha- 
lanka rah Prasanna nto bhaved tha ||652 || sampurno | mu rchitah 
sad je syád evam suddhakaisikah |, “Suddha kaisika is created by the 
kármáravi and the kaisiki jatis (651). It has the sadja of the high 
register as initial note and dominant, paiicama as final note. It is 
provided with the kàkali [ni] (c sharp) In this case the varya 15 
the descending one, the grace prasannanta. It is complete and has 
its mw тапа on sadja. This is the $uddhakaisika", quoting from the 
Samgita Sudhakara of Haripala. 

The third raga, referred to by SarmSR. r, 7, 77; KuSR. 2, I, 4, 
171 and TulSS. p. 43, in connection with the dhaivatt jati, is зйпһай, 
а raga, which may have been current on Ceylon, since simhala is 
the Sanskrit name of this island. 

А тара, called simhalt kámodá is defined SarnSR. 2, 2, 141-142: 
kdmodopa ngam akhydta kāmodā simhali budhaih || тат || kamoda- 
laksanopetad mamandrá kampradhaivata |, “Катойа simhah 15 
called by the experts a secondary raga (ира vga) of kamoda (141). 
It is furnished with the characteristics of hámoda (141). It 15 fur- 
nished with the characteristics of kdmoda; it has a ma in the low 
register and a shake (kampra, а grace comparable to kampita; ct. 
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comm. Datt. ro6cd-107a. MBrh. p. 36, П. 16-17; MBrh. 144, р. 44; 

SaraSR. 6, 62-64) on dhaivata". The shake on dhaivata, a charac- 

teristic mark of stmhali kamodd, indicates the dominant function 

“| Z note. Cf. Fox Strangways, Music of Hindostan, p. 152, 
Ш 

Two kdmoda rágas аге distinguished SarnSR. 2, 2, 166-168. 
According to KuSR. 2, 2, 2, 154 simhali Ратойа is а secondary 
тара (ира пра), derived from the first Ad moda, which is defined 
багӣЅК. 2, 2, 166-167: tdvasadjagrahah sadje sad jamádh yamikod- 
bhavah || 166 || gatáramandrah káodo аһат5аһ sántah samasva- 
rah |, "It has the за а of the high register as initial note; it is 
[based] on ва а. It springs from the sadjamadhyamd [ati] (166). 
Ка moda has ga [as limit} of the high and low registers, dha as 
dominant, sa as final note. It is equal as to its notes”. 

Simhali kamodda is also described KuSR. 2, 2, 3, 113: sampurna 
ca samasvara dhaviratipra vambhaga т5азтаға ge diptà mirdumadhya- 
та nigadita kámodikà simhali|, "Which is complete, has equal 
notes, has dha as final note and initial note, ga as dominant, the 
dīptā (a special $ruti, in this case the tenth Sruti, by which the 
gindhara note becomes sádhárama ра = Ít; cf. Рта)апапапда, 
History, p. 17; SàrSR. 1, 3, 29) [Sruti] on ga, and a lower madhya- 
ma (g, but when mydu = mandra the ma in the low register is 
meant), [that one is called] the kamodtan simhalt’. 

Though not mentioning а simhalt ог simhalī kamodda raga, 
DamSD. II, 19-20 calls the kamodi тара а ‘wife’ of the natanárá yana 
тара, while DàmSD. II, 36 calis it 'the beloved one of dipaka тава. 
and II, 45 a raga belonging to the raga desakhya. A description of 
the characteristics and a pictorial representation of kamodi are given 
DamSD. II, 01-02: dhàmíagrahanyásà рита pauravi hc. 
mata mallaranikate geyá kamodi са si gad yate Sivabhitsanakeda - 
rayukta sarvasukhaprada (от). pitam vasáná vasanam sukesi vane ru- 
danti pikanädadūnā vilokayati vidise 'tibhūtā (read: tibh ta) kamo- 
dihd ратат anusmaranti dha ni sa ті ga та pa dha їз kamodt (92), 
“Катой, according to the general opinion, has to be sung approach- 
ing mallara, in the тйғсһапа фанта, heptatonic, and with dha 
in the function of amsa, graha and nyasa. She, related to kedara 
with his буа Шке attire, bestows joy on everyone. (91). Kamodi 
with beautiful locks, dressed in a yellow garment, errs in the wood 
in deadly terror, vexed by the sound of the woodpeckers, weeping, 
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looking round іп every direction, her mind full of her beloved. dha 
пі sa гі ga ma pa dha. That is kanodi” (Bake, Proefschrift, P- 53). 

СІКАВ. 2, 880-882 still mentions stmhalv. kàmodá quoting from 
SamSR. and HarSS. Cf. CikAB. 2, 881-882: simhdlyakhydatha 
kamoda bina kamodtkasama || 88x || tsanmadhyamamandrd са dhai- 
vate hampita bhavet |, “Тһе [raga] called stmhali kamodd is complete 
and similar to kāmodtkā (ie. Батойа) (881). It has a slightly 
[touched] (isan = isatsprsía  madhyama as а note of the low 
register and a shake on dhaivata”’. 

Though not mentioning the simhali hamodà , SriRT. 7, 28 describes 
а kdmodi тара: kamodi livragopetà ga паћа rádikamw уссйапа | ауоһе 
manihiná syan madhamSsasvarabhusita |, “Ка modi is furnished with 
the sharpened (ora) ра; its mūrcchanā starts with gandhara. It 
lacks ma and ni in the ascent. It is adorned with ma and dha as 
dominant notes". 

The stmhalt or stmhali катода seems to have fallen into disuse 
in present times. Fox Strangways, Table of Hindostani Rags, 
p. 150-151 mentions а raga Kamod Kahan (no. 55). Bhatkhande, 
Hindustani Sangita Paddhati: Kramik Pustak Malika, 4, Hathras 
1057, рр. 9r f. explains the kamoda raga as a raga springing from 
the kalydn scale (that = mela). I doubt, whether this kamoda raga 
is connected with the ancient stsmhal3 катода. 


67. пісадауа41 jati. The hexatonic form of nisadavati or 
naisadi is already mentioned Nar$. т, 4, 5, though in a different 
version, since rsabha is raised and paficama is lowered here just 
as in the madhyamagrama. 

The saisádi jati is defined BhN. 28, 121-122 (Bombay ed.): 
misddinyam nisado 'míà gandháras tv arsabhah smjrtah| eta eva hy 
арапуа sã пуйва caivátra saptamah || 121 || dhaivatya iva kartavyae 
sadavaudavite іза | tadvac sa langhaniyau іш balavantau talhaiva 
са || 122 ||, "In the natsadi jati the ата is rsabha, gandhara and 
nisáda, and the afanyása[s] the same, and the nydsa пізада. Its 
hexatonic and pentatonic treatments will be like those of the 
dhaivati. And similar is its skipping over of notes, and strong 
notes" (cf. Ghosh, Transl. II, p. 25, ch. 28, 111-112). B 

This jàti is also defined MBrh. p. 71, № 16-24: mšsádavatya 
тізадауғзабһара паһаға grahah атах са. apamyasas ca тізайаса ndhà- 
rarsabháh. nsada eko nyasah. файсатамтат sadabam pancama- 
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sadjahinam audubitam. pürnavasthàya m. sadjaga ndháramadhyama- 
parcamanam alpatvam. audubite madhyamadhaivatayor alpatvam. 
pancasvarapara táragatih. nya saparas tatparo và mandrah. gantha- 
yadimurchana. tdlas caccatputah. daksine kala catussasith citre 
зам. dasavidhatvam cásyàh dasamsa h. Suddhás trayo vikrtah firma. 
rasa$ са karunah. dhruwagáme prathamapreksanake viniyogah, 
“Кізада, rsabha and gandhara are the initial notes and the domi- 
nants of the misádavai: [jàti]. Its secondary final notes: nisdda, 
gandhara, and rsabha. Nisáda is the only final note. The hexatonic 
form is without pancama, the pentatonic one without paficama 
and sadja. In the complete form there is rareness of sadja, gandhara, 
madhyama and paficama. In the pentatonic form there is rareness 
of madhyama and dhaivata. The movement in the high register 
consists of five notes. The low register has the final note as its 
limit, or goes beyond that note. The mu rchana starts with gandhara. 
The tala is (асай "а (---—— 4244. © 444). In 
the daksina (mainly vocal) style there are sixty-four alas; in the 
citra (mainly instrumental) style there are eight |/а/45) It has ten 
varieties. There are ten dominants. There are three complete 
(pit тт) forms which are pure (Suddha) and modified (wikria). 
Pity is its sentiment. Its application [takes place] in the dhruva - 
song in the first act of a play". 

The naisddi jati is defined in a slightly different way SarnSR. 
I, 7, 77-78: naisadyam nirigā amsa anamsabahulah snrtah 1177 || 
sa-davauduvalanghyah syuh фйтуйуай vintyojanam | caccatputah soda- 
(dira kala gádi$ ca mtrcchand ||7 8 || ауат naisadya m ntsddo 
nyasah. атба evápanyása h. coksasadha ritadesivela valyo dirSyante. 
asyáh prasta rah... "In the naisadi [jati] ni ri and Ba are the 
dominants. Traditionally, the notes, which are not dominants, do 
not prevail (77). The [notes] to be skipped over in hexatonic prs 
pentatonic are just as has been mentioned before (ie. as in the 
dhaivati ја). The application is as has been mentioned oodd 
(іе, as in the dhaivati and sadji jatis). [The mtre 15) nee pe 
(see above). There are sixteen kalas. The mürcchand starts wi © 

8). In the natsddi [jati] nisada is the final note. The dominan 5 
Ба (78) | : idhárila, dest and velavalt 
are also the secondary final notes. Coksasaadnharua, 
ion i folows:..". For the tran- 
are noticed. Its representation 15 as e 7. Аа 
scription of the music example which follows this ption, 


music ex. no. 6A. Cf. Та155. рр. 441. 
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Samgadeva’s definition is followed by KuSR. 2, r, 4, 170-183: 
nir nyasah уйі tu naisddyam apanyasagrahamsaka h | nisádarsabha. 
gandharah halah sodasa Rirthtah || 179 || tàla$ caccatputo jiieyo 
тйғссһапа gadtka smrta | anamša пат bahutvam sesam laksanam 
tsyate || 180 || dhatvatyam iva сайаѕуат vintyogo “Ы Rirtyate | 
prathamapreksane ragaš coksasádhá ritah punah || 181 || desi velāvalī 
ceti dr$yante jativedibhih | karunadbhutavird$ ca rasá atra prakirtt;- 


initial notes and dominants аге пізаба, rsabha and gàndhàra. 
Sixteen kalás are mentioned (179). The metre, one should know, 
is caccatbuta. Traditionally, the mércchand starts with ga. There 
is prevalence (read: non-prevalence, [a]bahutvam) of the notes 
which are not dominant. The other characteristics are considered 
(180) іп the same way as in the dhaivati [ati] and its application 
is said [to take place] in the first act. The тара coksasadhd vita 
(181), dest and velávali are noticed by the experts of jatis. Pity, 
wonder and heroism are called here the sentiments (182) Its 
representation is like the king (ie. the author himself) explains it 
in accordance with the doctrine of the manuals". For the different 
readings of the music example of this jati, KuSR. borrowed from 
SamSR., see music ex. no. 6B. 

According to SarnSR. r, 7, 79; KuSR. 2, І, 4, x82 and TulSS. 
р. 44 three тара are connected with the naisddi jati, that is to 
say: coksasddharita, des: and velavali. For the dest raga see comm. 
Datt. 65, ársabhi Jati. 

Coksasddharita or $uddhasádhárita may have been a later name 
of the ancient sddhdrita raga, mentioned Nàr$. т, 4, 9 antarasvara- 
samyuklá käkalir yatra dríyate ат іш sadharitam vid yát..., 
"When kakali [ni] (c sharp) appears together with antarasvara 
(f sharp) one must consider it sád hárita...". On the application 
of this sa dharita melody (рата) BhN. 32, 435 (Bombay ed.) says: 
sádháritam tathà garbhe, "Sádhárita [appears] in the development 
of the play”. 

Suddhasddharita is defined MBrh. 319, and comm. on 319, 
р. 86, ll. 9-14: 5а4/ат%о madhyamanyasah svalpadvisrutikasvarah || 
sydt sadjamadhyamajateh Фи44Һаһ 5ййһатйаз tatha| asyarthah — 
Suddhasddharito rà gah sadjagramasambandhah, sad j amad hyamajàter 
utpannatudt. tárasadjo graho '"máas са. madhyamo nyasas ca. ni$áda- 


COMMENTARY 247 


gandha rayor alpatvam. pirnas ca yam. garbhasandhau viniyogah. vīra- 
raudra diko rasah. sadjadimiurcchand. avarohi varnak. prasanna nto 
‘lankarah. daksine kala ууйан kala citre kala. svarapadagite caccat- 
putaditalah, "Suddhasádhárita has sadja as dominant, madhyama 
as final note, whilst its notes of two Srutis (i.e. gindhara and пБа da) 
are rare. It [springs] from the sadjamadhyama jàti. Its meaning is 
as follows: The fuddhasadhárita тара is connected with the sadja- 
grama, because it springs from the sadjamadhyama Jati. Sadja of 
the high register is its initial note and dominant, madhyama its 
final note. There is rareness of піѕайа and gandhara. It is complete. 
Its application [takes place] in the ‘juncture’ (sandhi) [called] 
‘development’ (garbha). Heroism, fury, etc. are its sentiments. 
The mw rcchaná starts with sadja. Its varna is the descending one 
(see comm. Datt. 98). Prasanndnta (see comm. Datt. тох) is its 
grace. The [due number of] kalás in the daksina, vrti and citra 
[styles]. In the song, which contains words to the notes, the talas 
are caccatputa (J d J Jd. or J J а) d) ёс. - 

The sadjamadhyamá jati, which is said to be the parent mode 
of suddhasadharita, is mentioned BhN. 28, 39 (Bombay ed.) 
Ghosh, Transl. II, p. 15) in connection with the overlapping notes 
(svarasádhàrana) which are Какан ni (c sharp) and antara ga 
(f sharp) (cf. BhN. 28, 37, Baroda ed., p. 306, ll. 24 f.; Ghosh, 
Transl II, p. r3, ch. 28, 3 5) though these accidentals or sharp 
notes do not occur in the description of the sadjamadhyama jati 
of BhN. 28, 128-130 (Bombay ed.; Ghosh, Transl. П, p. 25f., 
ch. 28, 118-120). 

SarnSR. 2, 2, 21-23 defines the ‘uddhasddharita raga as follows: 
sadjamadhyamájatas tarasadjagrahamSakah | піс фо тайһуата- 
nya sah pirnah sad jádimürchanah || 2x || avarohiprasamántalamk rto 
ravidaivatah | vire raudre тазе geyah $rahare vásarddime || 22 | 


viniyukto garbhasamdhau éuddhasadharito budhath, “That one, 
which springs from the sadjamadhyama jati, which has sadja of 


the high register as initial note and dominant, while ni and ga 
are rare, which has madhyama as final note, which is complete, 
of which the mürchand starts with sadja (21), which is adorned 
with the descending [varna] and the grace prasannanta, which has 
the sun as its deity, which should be sung in the heroic and the 
furious sertimess, пі the first prahara (period of about. three 
hours) of the day (22) which is applied by the experts in the 
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‘juncture’ [called] development (samdht)’. This description is 
illustrated by a music example consisting of an d/áfa, a karana апа 
an aksiptika, parts of a composition, which are defined SarmSR. 
2, 2, 23-26. Cf. also Grosset, Inde, pp. 314 ff. For the transcription 
of this music example see music ex. no. 7 A, B, C and D. 

The suddhasadharita raga is also explained KuSR. 2, 2, І, 178-181: 
sadjamadhyamika jater udbhitah purnata тйаһ | sad jádimürcchanas 
tárasthà nasad jagrahásnsakah || 178 || alpadvisrutiko nyásamadhya- 
mena vibhüsitah | avarohini varne syàd alamkaras tatha ба ca || 179 || 
prasannanto, dinasyádye prahare giyate budhath | viniyogo ‘sya 
vijheyo garbhasandhau, rasau punah || 180 || viraraudrau, katipaye 
$nigaram арі manvate | suddhasadhartto таро vijñeyo ravidavvatah || 
181 ||, "It originated from the sad jamadhyamá Jati. It is constructed 
like a complete (тара) Its sew rcchand starts with sadja. It has 
sadja of the high register as initial note and dominant (178). Its 
notes of two Srutis (i.e. gàndhàra and nisàda) are rare. It is provided 
with madhyama as final note. It appears in the descending varna 
and its grace (179) is prasannanta. It 15 sung by the experts in the 
first prahara of the day. Its application [takes place) in the Чапс- 
ture' [called] development (garbha). Its sentiments (180) are heroism 
and fury—some people think of the erotic sentiment—[This 15) 
to be known as the Suddhasddharita raga, which has the sun as 
its deity (181)’. 

The $uddhasadháriia raga is still defined CikAB. 2, 642-643: 
sad jamadhyamayá srstah $uddhasádhárito bhavet | tà rasadjagraham- 
$4ду avarohy ата ca varnakah || 642 || alankárah prasannanta 
evam sadharito matah |, “Suddhasddharita is created by the sadja- 
madhyamd Дан. It has sadja of the high register as initial note and 
dominant. Its varna is the descending опе, its grace prasannantia. 
Like this sádhárita is supposed to be". This definition is a quotation 
from HarSS, whilst CikAB. 2, 643-646 is a different reading of 
SarnSR. 2, 2, 21-23. According to CikAB. 2, 645 the suddhasadha - 
rita raga contains the notes kakali ni (c sharp) and antera gandhara 
(f sharp), though SamSR. 2, 2, 21, whom he quotes, merely calls 
ni and ga rare (alpa) notes. Since rareness (alpatva) is а specia! 
mark of the above mentioned sharp notes (see comm. Datt. 16) 
the two definitions do not conflict. Whereas MBrh., SárnSR. and 
KuSR. do not mention kakali ni and antara gandhara in connection 
with the Suddhasádhárita, the ancient sadhárita of NarS. r, 4, 9 15 
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characterized by these sharp notes. It may be, that the exact 
meaning of this raga was lost in the course of time. 

TulSS. p. 105 describing the mwukhári mela, says: lokaprastddha- 
nama “уат d$ásirasiddhà bhidhas tv азан || $uddhasadhárita sti 
tulajendrena niScitah, "This (ie. mwkhári) is the name, which is 
well-known in common practice, that one (ie. $wddhasadhürita) 
is the name, which was well-known in the sacred books. In this 
way Suddhasadharita is determined by King Tulaja". According 
to this author the seven notes of the snukhári scale (mela) are pure 
(Suddha), ie. defga bc. TulSS. p. ros, П. 24 f., however, opines: 
asmin rage risabhaga тала radhaivatanisdda asyam madhyamela khya- 
vindyám kimcin nytinadhvanikad dirsyante, kimcid uccadhvantka 
apeksitah, "In this гара rsabha, gandhara, dhaivata and nisada are 
regarded to be a little low in pitch, on the vind, called madhyamela; 
they are expected to be a little higher in pitch’. For the structure 
of the mukhdri mela cf. SomRV. pp. 244 f., Table of melardgas, 
no. т; RamSM. 4, 9-10; VenkCP. 4, 105-107; SriRT. 7, 36. 

According to SriRT. 7, 36 in the mukhari raga ri ga, dha and 
ni are komala (flat), so that we may represent them respectively 
by the European notes e, f, b’ and c (see comm. Datt. x6, list of 
old and modern Indian names of notes) In this case, sadhárita, 
which, according to TulSS. is similar to mukidan’, would sound 
like the modern bhairavi тара: d e'fgab'c or transposed: 
cd^e'fga*b^ (cf. Fox Strangways, Table of Rags, по. 32. | 

The sadhárita of NarS. x, 4, 9 with its characteristic kakali ni 
(c sharp) and antara ga (f sharp) may have sounded like the mouert 
bhairava rāga, which consists of the following notes: de’f*gab 
cf or transposed: cd’efga’b (cf. Fox Strangways, Table of 


Rags, no. 37). 

Ы ma б which according to ЅагаѕК. rU 79;  KuSR. 
2, 1, 4, 182 and TulSS. p. 44 is connected with the narsadi уай, 
vga veldvali, is defined ParsSS. 3, 34-36: kakubhaprabhava bhasa 
уа prokta bhogavardhani || 34 || vela нй іайаћват ѕуаї paripirna- 
samasvara | dhaivatamSagrahan yasa dhatara mandramadh уата r. 
|5а47епа Ватфий seyam vi pralambhe ni yu yate |, Шш. a D ar 
springs fron X&wbha and which is called bhogavar алі г, | : 
that one vela *uliisa derived mode (азда), which. is сотр е 2 = 
which has equal notes, which has dhaivata as dominant, initial n de 


and final note, dha as [limit of] the high register and a low madhyama 
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(35). With a shake оп sadja, it is applied іп the disappointment (ie, 
when a female character in a play 15 disappointed by her lover)”, 

SarmSR. 2, 2, ІІ mentions velávali among the nine bhäsãńga mi, 
“modes derived from a 9454”. Veláwali is determined SàrnSR. 
2, 2, 114: lajjà veldvalt taradha gamandrá затазтаға | аладуататға 
kamprasadja vipralambhe haripriya |, “Springing from this one 
(ie. bhogavardhani, the raga mentioned before) vela vali has dha as 
[limit of] the high register, ga as [limit of] the low register, equal 
notes, dha as initial note, final note and dominant, a shake on 
sadja. It occurs in disappointment, being dear to Visnu-Krsna". 

Two kinds of wldvali are distinguished SarnSR. 2, 2, 139-140: 
cha yavela vali velávalivat kampramandrama |139 || sasva pratapapirva 
syád алша ripavarjita |, “Chaya velávali is like veld vali, but with 
a shake оп ma of the low register (139). Pratapaptrvd is quite the 
same. It is known to be deprived of ri and ра”. 

KuSR. 2, 2, 3, 18 defines veld vali: yam Базат kakubho 'janssta 
тиса п sa bhogavardhany афо tasya amgam iyam mrpena gadita 
velavalinamatah | sampurnd | gamrdudhatá rakalità dhamSagraha ша 
hariprityat Rampitadha niyoganiyata syad vipralambhe rase, “Тһе 
splendid 04454, kakubha produced, is bhogavardhanmi. The тара, 
called velavali, is mentioned by the king (ie. the author himself) 
as a derivation (аяға) of that [bhása]. It is complete. It is provided 
with again the low register, a dha in the high register. It has dha as 
dominant, initial note and final note. It is to please Visnu-Krsna. It 
has a shake on dha. It is practised in the sentiment [called] disap- 
pointment’. KuSR. 2, 2, 2, 140-146 distinguishes four kinds of 
velavali, viz. bhuschtvelavalv, Stambhatirthika, cháyávelavali and 
pratapavelavaly’, These rāgas are the four secondary ragas (wpánga) 
of velàvali mentioned SàrSR. 2, 2, 137-140. The first and second 
ones, however, are called by Sáàrügadeva: bhucchi and khambháiti. 

According to DamSD. II, 21-22 wld vali is sung in the early 
morning. DamSD. 11, 35 calls velavali one of the consorts of hindola. 
DàmSD. II, 45 says that velávali belongs to the тара deśä khya. 
The musical structure and the pictorial representation of veldvalt 
are described DàmSD. II, 73-74: dhaivatá míagrahanyásà рапа 
velávali mata pauravi miirchand jfüeyá rase vire prayujyate. (73). 
saskeladiksá т dayite са dattvà vitanvati bhiisanam angakesu (sic) 
muhuh smarantt smaram tstadevam velávali nilasarojakantih dha ті 
sa эз ga ma фа dha їн veldvali, "Velàvali has dha in the function 
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of ата, graha and nydsa, and is heptatonic: her m#érchand is 
pauravi and she is connected with (read: is practised in) the heroic 
sentiment (73). Velavali, beautiful like the blue lotus, ceaselessly re- 
mernbering Smara, the beloved god of love (read: her favourite god), 
has put ornaments in her hair and on her limbs, the slender one, and 
on her lover too, in preparation of the meeting. dha, ni, sa, ri, ga, 
ma, pa, dha. That is velavah . (74)” (Bake, Proefschrift, p. 49). 

RàmSM. 4, 18-20 mentions velávalt among ће тара to be derived 
from the $riraga mela, which according to RamSM. 4, 16-17 con- 
sisted of the following notes: Suddha sa, pañcaśruti ri, sádhárana 
ga, $uddha ma, $uddha pa, pafica$ruti dha, kaisika ni, ie. def 
f*gabfc* or in modern notes: defgabc. RamSM. 5, 50 
describes veldvali: pūrno velàvalivago dhamsanydsas tu dhagrahah | 
kvacid ripábhya m пуйпаћ syád avarohe prabhátajah || 5o ||, "That 
Кара is called Vélàvali, which is sampürna, though, at certain 
places, it leaves, in descent, Ri and Pa; which has Dha for its 
Graha, Amga, and Ny4sa; and which is sung at day-break" (transl. 
М. S. Ramaswami Aiyar). 

According to SomRV. p. 247, Third Table, no. 46 this rága 
belongs to the mallari mela, has sa as initial note, ma as dominant, 
dba as final note, and is sung in the morning, whilst it is deprived 
of ri and pa. The mallári scale (mela) appearing as no. 18 on the 
Second Table, SomRV. pp. 244 f., contains the following notes: 
$uddha sa, tivratara ri, mrduma ga, $uddha ma, Suddha pa, tivra- 
tara dha, mrdusa ni, ie. det fF gabt с" or in modern notes: 
def*gabc?. 

VenkCP. 5, 94 derives veldvali from the эта а mela, which 
cording to 4, 132-133 consisted of the following notes: Sa, 

ñ i ri sādhāraņa ga, śuddha ma, $uddha pa, dha 
pañcasruti | п, Sa : аты ті ile, DO i Ра 
of five Srutis (instead of four; ^ n 
bt c+ or, in modern поїеѕ:ӣеі вао с. . | | 

The classical veldvali raga is still described CikAB. 2, d 
atha bhoga vali nàmná kakubhaprabhavocyate || 815 || velav ! E 25 
7 irná 7 | dhaivata snéagrahanyyasa la radhai- 
ngam syát sampürnà са samasvara ^ Na ane ‘cade 
vatasamyutd | 8:6 || madhyame mamdralóm PIOS D вту | 
prakampita | idam veldvulilaksma nirnilam бағыт” 
- 5 said to have kakubha as parent 


‘(The raga] called bhog а е derived from the first mentioned 


mode (815). Velawk is a m — 
one. It is complete. It has equal notes. It has dha as dominan 
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initial note and final note. It is furnished with dha in the high 
register (816). It extends its low register to madhyama. It has 4 
shake on sadja. This is the characterization of veld uli, as stated 
by Dattila and other authors". These verses quoted from HarSs. 
are very interesting, since Dattila is mentioned here as an authority 
on rágas, though, in the treatise to be translated in this thesis, 
this author does not deal with тараз. We may guess, that Dattila 
wrote a more elaborate treatise, which contained a chapter оп rágas. 
In this connection we refer to an unedited work, called Караѕарага 
(Govt. Or. Mss. Library, Madras, Cat. vol XXII, Ms. no. 13014 
and 13015), which is a dialogue between Dattila and Narada. 

Vela vali is also defined SriRT. 7, 26: veldvalyam ga-ni tivrau 
miircchana cabhirugdta (sic) | avarohe ga-varjayam kvactd gandhi- 
ғатйтссһала ||, “Тп veldvali ga and ni are tivra (sharp notes), the 
mürcchaná is abhirudgata (cf. BhN. 28, зі, Bombay ed.). [In this 
raga}, which is deprived of ga in the descent, somewhere the muir- 
chana of gandhàra occurs". 

The exact number of Srutis of each note of the velavali raga is 
mentioned TulSS. рр. 881. suwddhàh syuh samapadh pancasruti 
risabhadhaivatau | sadharanakhyagamdharah kakalya khyanisa- 
dakah || etai saptasvarair yukto veldvalyas са melakah | vela vali tu 
bå sangam purneyam hi svaramelajà | panydsdmSagraha pratar 
geya samgitakovidath |, “Sa, ma and pa аге suddha, ri and dha are 
notes of five Srutis, gindhara is called sddhdvana, nka фа is called 
kakali. With these seven notes the scale of veldvali is furnished. 
Velavalt is a mode derived from a М454. It is a complete scale of 
notes, which has pa as final note, dominant and initial note. It 
should be sung at dawn by the music experts". According to this 
description the veldvali raga consisted of the following notes: 
det ft ga bt cf, ie. the following modern notes defgabc* 
and transposed: c d e* f g a b. 

The main scale of present North Indian music, bidvala, which 
is said to have been introduced by Muhammed Razza Khan (cf. 
V. S. Desai, Introduction to SriRT. p. ПІ, note 1), is nothing but 
the classical veld vali which is also written vildvali or vilavala 
(сі. Gangoly, Ragas & Ба einis pp. 222 f.; Ргајћапапапда, Histor- 
ical Development of Indian Music, p. 144). It is built like the 
ma pr scale of European music, ie. c d e f g a b and like the South 
Indian $askarábharasa (сі. Prajianananda, Historical Develop- 
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ment, p. 144; Popley, The Music of India, p. 46; S. S. Sastri, The 
Mela-Raga-Malika of Maha-Vaidya-Natha Sivan, p. XXVIII, 
no. 29. 


68-69. sadjakaisiki jàti. Since gāndhāra is not a secondary 
final nd e in the sad jakaisiki jati, we had better read in 68 c agán- 
dhàrá instead of gandhara (сі. MBrh. 206, p. 61, who quotes Datt. 
68). 

The characteristics of the sadjakatsiki јай are explained BhN. 
28, 123-124 (Bombay ed.): amsdas іш sadjakaisikyam sad jagandha- 
vapancamah | афапуаза bhavanty atra sadjasaptamapancamah || 
123 || gandharas са bhaven пуа hinasvaryam na cátra tu | daurba- 
[уат сафа kartavyam dhativatasya rsabhasya ca || 124 ||, “In the 
sadjakaisiki [jiti] sadja, gandhára and paficama are the dominants. 
The secondary final notes in this jati are ва а, пісада and pañ- 
cama, (123). Gandhara is the final note. There is no lack of notes 
here. In this jàti there must be rareness of dhaivata and rsabha 
(124)”. СЕ Ghosh, Transl. II, p. 25, ch. 28, 112-114. 

This ЗАН is also defined MBrh. p. 72, ll 1-8: sadjakaisikyá 
sadjaga'ndhárapascamá graháh amśāś ca. pafcasvaraparas tārah 
nya saparas tatparo và mandrah. nityasampurnd ca. dhaivatantsada- 
grahá. тайһутана т alpatvam. rsabhasya lpataratvam. 5а nam 
bahutvam. nyásas іш gandhárah sad janisádapancamáh astadhatva 
asyüh. suddhatvam атака} purnas caccatputas tálah ehakale citre 
тарайды gitih. dvikale vartike sambhduita. catuskale daksine лий. 
ғаѕаќ са karunah. prathamapravesagite dvitiyapreksanake vintyogah, 
"In the sadjakaisiki [jati] sadja, gandhara and paficama are the 
initial notes and the dominants. The high register consists of five 
notes. The low register has the final note as its limit ог goes beyond 
it. This jàti is always complete. Dhaivata and піѕада are its initial 
notes. There is rareness of the madhyama notes. There 15 a. Bs dus 
rareness of rsabha. There is prevalence of the other notes. Gàndhàra 
is the final note. Sadja, nisáda and райсата ате its secondary 
final notes (read apanyasa instead of asftadhama) It has A 
form. The dominants (amsaka = к қ-а ра : i 

са s 
шіт ш (44. © да : 2. p vo E In i» vartika style 
periods of one kala magadhi is the r унн. ae 
considin z of periods of two А4. sambhavita is the rhy - fe ты 
daksina style consisting of periods of four kalás prthuld is the rhythm. 
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Its sentiment is pity. Its application [takes place] in the first 
introductory song in the second act’. 

This jati is also explained SamSR. І, 7, 79-80: amíáh Syuh 
sadjakaisikya m sadjagamdharapancamah | rsabhe тайһуате ‘lpa- 
{тат dhanisddau mandg baht || 79 || caccatputah зойазазу т kalah 
syur vinsyojanam | pravesikyam Йтша ya sydt preksane іш dviti- 
yake || 80 || asyam sadjakaisikya m ga mdháro пуа sak. sad janisáda- 
jafcamá афапудзаһ. práguhà gamdharapancamahindolakadesive- 
lávalyo diSyante. asyah prastarah..., “Тһе dominants in the 
sadjakatsski [fti] are sadja, gandhara and paficama. In rsabha 
and madhyama there is rareness. Dha апа піѕайа are slightly 
prevalent (79) [The metre] is caccatputa. There are sixteen fhald’s 
in this jati. Its application [takes place] іп the introductory dhruvg- 
song, in the second act (80) In the sadjaka:Siki [jati] gandhara 
is the final note. Sadja, nisáda and райсаша are the secondary 
final notes. [The rágas] gándhàrapaficama, hindolaka, desi and 
veldvali, which have been mentioned before, are noticed here. 
Its representation is as follows: . .". For the transcription of 
the music example, which follows this description, see music ex. 
no. 8A. Cf. TulSS. p. 45. 

Compare also KuSR. 2, r, 4, 191-195: ansáh syuh sad jakaisikyám 
sadjaga ndharapancamah | gamndháre nyasanam proktam bahuta 
dhanisádayoh || 191 || rimayor alpatd tu syat tàla$ caccatputo matah | 
шаһ syuh sodasa praguad dvitiyapreksane tathá || 192 || prāvesti- 
kydm dhrwa уйт tu viniyojanam iritam | desi veld vali hindolako 
ga ndharapaicamak || 193 || ғара) prayena drsyante сайра rah sw ksma- 
darsibhih | kaisikasya prayogena sadjasddharanas tadà || 194 || 
$rügarahásyakaruna Шау азуат тазар spiutah | prastdro ‘sya 
yathasastram tanyate krsnabhibhuja || 195 ||, “Тһе dominants in 
the sad jakatssk Пан) are sadja, gandhara and paficama. The end 
is said to be on gandhdra. There is prevalence of dha and nisada 
(191). There is rareness of ri and ша, The metre is considered to be 
caccatputa. There are sixteen kalás, as has been mentioned before 
(Le. in the former jati, natsddt). In the second act (192), in the 
introductory dhruvd-song, the application is said [to take place]. 
Desi, velavalt, hindolaka and gandhárapasicama (193), these four 
ragas are generally noticed by intelligent men. By the application 
of the kaisika note (ie. kaišika ni = ct) there is overlapping of 
sadja (194). Love, mirth and pity are the apparent sentiments in 
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this játi. According to the sacred books its representation is per- 
formed by Krsnabhübhuj (ie. the author himself) (105)”. For 
the different readings of KuSR., who produces the same music 
example as SamSR. see music ex. по. 8 В. 

Of the four тараз, which according to SariSR. r, 7, 80; KuSR. 
2,1,4, 193-194 and TulSS. p. 45 are connected with the sadja- 
Каі Дай, dest is discussed comm. Datt. 65 and veld vali comm. 
Datt. 67. 

The gándhárapaficama raga is defined MBrh. 357, p. ror: gandid- 
riraktaga ndháryor jàto gándhárapatcamah | ga ndháro "уа bhaved 
ат$о туаю gandhara eva са || 357 ||, "Gàándháraparicama springs 
from the gandhdri and raktagdndhari jatis. Gandhara is its domi- 
nant. Its final note is also gandhara (357)”. This verse is commented 
upon MBrh. р. тот, ll 12-20: gándhá rapasicamo madhyamagra ma- 
sambandhah, gandhdriraktaga ndharisamutpannatvat. yady api dur- 
gasaktimate dhaivatisamutpanno ‘sau, tathapi pan camasya trisruti- 
katvad ubhayagramajatijato "pi madhyasambandha eva. gandharo 
‘sya graho 'm$o nyāsaś ca. prayoktrpreksaya gandharo dhatvato 
bhavet. nisddo ‘tra há kah. purnas сауат. adbhute "уа viniyogah. 
vismaye há'sye cd sya viniyogah. karuno rasah. ga ndhà radimtrchana. 
saüca i varnah. prasannamadhyo ‘lanka rah. daksine kala varttike 
Раја citre kald. svarapadagite caccatputaditdlal, “сапаһағарайсата 
is connected with the madhyama gráma, because it springs from 
the ра палан and raklagándha ri [jatis]. Even when, in the opinion 
of Durgagakti, it springs from the dhaiva& [jàti], it is connected 
with the madhyamagrama, because its paficama has three ŝrutis, 
though it springs from a jāti belonging to both grāmas. Сапаһага 
is its initial note, dominant and final note. In accordance with 
the opinion of the performer gandhara may become dhaivata 
(cf. comm. Datt. 11-14, р. 106 and 26, explaining the realization 
of the madhyamagráma by means of changing the names of the 
notes). In this jati nisáda is Какай. It is complete. Its E 
[takes place] in the marvellous sentiment. Its ap Pan = 
takes place] in the sentiments amazement and mirth. ү yl nx 
also be] its sentiment. The ти rchana starts with рап eue а 
varna is the unstable one (зайсатіт, cf. comm. Datt. 99). с; E 
is prasannamadhya (cf. comm. Datt. тот). [Тһеге sh ould ТЕ In 
due number of} Ац in the daksina, varitika and сиға styles. 


the song, which contains words to the notes, caccatpwta 15 the 
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metre". From MBrh. 362-363 it appears that gándhárabaficama 
was, in Matanga's system, an overlapping (sadhárana) raga belonging 
to the sádhárana үй, which is defined MBrh. 302-303. Cf. comm. 
Ран. 48, játi and raga pp. 180 and 182. 

Са ndhárapasicama is also defined SariSR. 2, 2, 103-104: gdndha- 
riraklaga ndhà rijanyo ga ndhárapasicamah || 103 || gandhd rámsagra. 
hanyáso hárina sua khyamürchanah | prasannamadhydlamkd rah sam- 
cárini sakakalih || 104 || ra hupriyo ‘dbhute hasye vismaye karune 
bhavet |, “Сапалағафат cama springs from the gandhari and rakta- 
gandhari (jatis] (тоз). Gándhára is its dominant, initial note and 
final note. Its ти rchand is [the mtürchana ) called harma oa. Pra- 
ѕаппатайћуа is its grace. The unstable one (айса rin) fis its varna], 
It has a kakali ni (104). It is dear to Rahu (the Seizer) and it appears 
in wonder, mirth, amazament and pity". This description is illus- 
trated by two dldpfas (instrumental preludes) and two karaņas 
(instrumental parts of a composition), which we will not transcribe 
here. For the transcription of the akstPitka (vocal part of а compo- 
sition) we refer to music ex. no. 9 А. Cf. CikAB. 2, 793-794. 

Compare also KuSR. 2, 2, І, 548-552: gandhariraktaga ndhàá ryor 
jáiyoh samgr(read: fr)iptasambhavah | рапаһата msagrahanyásah 
kvacid vámsagrahantabhá k || 548 || hárinásvásamullásimürcchanah 
kákaliyutah | prasannamadhydlamkdrah piirnah samca rivarnava'n || 
549 || niyojyah Rarune hásye vismaye та ше tathd | ra hupriyo 
madhyamakhye grame ga ndhárapasicamah || 550 || asyáfi dhaivati jà- 
i: janyatvam. sad jasamsrayam | pasya tri$rutità yogád durgasaktir a- 
bhásata || 55x || bharatàdikasammatyá brahmasatladhipah punah | 
madhyamagra masambandham dcaste Sástranodanát || 552 || “It 
originated from the gadhàri and raktaga ndhàári jatis. Gandhara 
is jts dominant, initial note and final note, or it is somewhere 
connected with the dominant, initial note and final note (548). 
Hárinásvá is its brilliant murcchana. Yt is furnished with the Какай 
(пі). Its grace is prasannamadhya. It is complete and has the 
unstable one (savicdrin) as varna (549). It is to be applied in pity, 
mirth, amazement and wonder. It is dear to Rahu (the Seizer). 
Тһе gandha rapaiicama [raga] is connected with the grama called 
madhya[ma] (550), though Durgaéakti speaks about its origin 
from the dhaivafti jati, [ап origin] which is connected with the 
sadja[grama}, in combination with a ра of three érutis (551) In 
accordance with the views of Bharata and others, (Brahmasai- 
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ladhipa: the author himself?) however, explains its connection 
with the madhyamagrama at the instigation of the sacred books 
(552) ° For the different readings of KuSR. 2, 2, x, 555-558, who 
illustrates the description of the gadndharapancama тара with the 
same rnusic example as SarnSR., we refer to music ex. no. 9 B. 

TulSs. р. 108 explains gandhdrapaticama as a raga, derived 
from the 5а талғай mela: ра таһағарайсатаһ sa mavarálimela- 
sambhavah | sampürnah sagrahanyásah sa yamkále pragiyate ||, ‘Ga n- 
dhára4»aücama springs from the sámavarádli scale. It is complete. 
It has sa as initial note and final note and it is sung in the evening’. 
According to TulSS. p. 107, ll 25 f. all notes of the sa mawra & 
scale are pure ($uddha) except тізада, which is kakali. So its scale 
consists of the following notes: defgabcf, which, if we consult 
the list of notes on p. 124 of comm. Datt. 16, may be equated with 
the following modern Indian notes: d е? f (or f) gab’ cf, or 
transposed: c 4” е? (or е-) fg arb. In the classical Indian music 
of the present time the ga ndhá ғарайсата raga is not found. For 
the notes of the sdmavardali, which resembles the modern b:as- 
khàn£ todi тара, see comm. Datt. 63-64, 54 dj jati in connection 
with the тағай тара. 

The hindolaka raga, which is also connected with the sad jakatśikš 
јан (Cf. SarnSR. r, 7, 80; KuSR. 2, r, 4, 193-194 and TulSs. p. 45), 
is defined MBrh. 344: sad jamSanydsasamyukto dhaivatarsabliavar- 
Шаһ | dhaivatarsabhikatyakio bhindolah preksake bhavet || 344 |, 
“Being furnished with sadja in the function of dominant and final 
note, deprived of dhaivata and rsabha, leaving out the dhaivati and 
drsabMika [jatis], bhindola appears in а play". This verse 15 com- 
mented upon MBrh. p. 96, l. 20-p. 97, l 9: asya rthal bhindolaRo 
madh -yamagra masambandhah dhaivatya rsabhiralitah. ubhayagra та- 
sambandhaSesasvarakhya játisamutpannatva d ubhayagra mikatvam eva 
yuktaærmn. katham madhyamagramasrita sh. dhaivatarsabhihinatven 
madh yamagra masambandha eva(.)bharatakohaladsbher ácàr yai sad ja- 
gra mezdhaivatar;sabhalopasyanistatvát. kecit sad jagr amásnia See 
iti manyante, catuhSrutikasya pan” camasyátropalamb! sat. di а si 
ca nàszivam. tánavisayam eva dragtavyam па sarvalrels. к деды ; ae 
evam М sati grámamürchana bhedo na sya d їй. кы Gig CSV Кын 
nydsacs са. nisudà t ға kikali. dhaivatarsabhahinam Аа е е 

voce "em wimivosah. virddirasah. mürchand бай). чата 
Eas$r'Lgáre "уа vintvyogat i - virtike kalā citre hala. 
år фе. prasanhautr alaiknorh. daksine hala var 17 
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svarapadagite caccatputaditalah, "Its meaning is as follows: Bhin- 
dolaka is connected with the madhyamagrama. It lacks the dkaivatī 
and ársabhi [jatis}. Its connection with both gramas is right, because 
it springs from the jàtis called after the remaining notes (ie. the 
dhaivati and drsabki jitis being excluded) which are connected 
with both gramas. How is it related to the тайһуатаргата? In 
consequence of the lack of dhaivata and rsabha it is connected 
with the madhyamagràma by Bharata, Kohala and other experts, 
because of the undesirability of the omission of the dhaivata and 
the rsabha of the sadjagráma. Some people suppose that it is 
connected with the sadjagrama, in consequence of the conception 
of the paficama of four árutis. There is imperishableness of dhaivata. 
The range of tënas should not be considered everywhere. This is 
not right. In this way there is no distinction between gráma and 
mirchana. Sadja is its (ie. of the Atndolaka raga) initial note, 
dominant and final note. Nisada is kakali. Without dhaivata and 
rsabha there is pentatonic. It 15 applied in the pleasure which 
is love. Heroism, etc. are its sentiments. Its mu услана starts with 
sadja. Its varna 15 the ascending one (4 rohtn) cf. comm. Datt. 98). 
Its grace is frasannád: (cf. comm. Datt. ror) The [due number 
of] alas in the daksina, the vdrttika and the cifra styles. In the 
song, which has words to the notes, caccatputa, etc. are its metres." 

Hindola is also defined SarnSR. 2, 2, 93-96: dhaivatyársabhika - 
var jasvarana makajáti jah || 93 || hindolako ridhatyaktah sad janyasa- 
graha msakah | árohini prasannddye $uddhamadhya khyamüurcchanah || 
94 Аа kaltkalito geyo vire raudre 'dbhute rase | vasante prahare turye 
makaradhvajavallabhah || 95 || sambhoge viniyoktavyo vasanias tat- 
samudbhavah |, “Springing from the jatis called after the notes, 
the dhatvati and arsabhi jatis being excluded (93), kindolaka lacks ri 
and dha. It has sadja in the function of final note, initial note and 
dominant. Occurring in the ascending (arohis) [varna] and in the pra- 
sannādı [grace], it has the mürcchaná called after the pure (śuddha) 
madhyama [as its mürcchana | (94). It is provided with the kàkali 
[nr] It is to be sung in the heroic, the furious and the marvellous 
sentiments. It should be applied in spring, in the fourth prahara 
(period of three hours), as it is dear to Kama (95), in pleasure. The 
vasanta тара springs from this [raga]’. Of the music examples which 
follow this description, we only reproduce the dksiptika. For its 
transcription into staff notation see music ex. no. 10 A and B. 
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, Compare KuSR. 2, 2, т, 499-504: dhatuatya rsabhikà var jaswddha- 
jattsamudbhavah | grahámsanya sasad jaś са dhaivatarssabhavar jitah | 
499 || arohtvarnasamyuktah. prasannddivibhiisanah l | kā balisvara- 
bhityisthah Suddhamadhyadimurcchanah || 500 || viraraudradbhu- | 
faraso niyojyo эй5аға тӛте | yame vasantakdle са sambararipri- 
yamkarah || 501 || sambhoge ca visesena hindolah sydd ihauduvah | 
-— hindolam. sad Jasamsritam | 502 II uadantr, tan- 
n nárham matanga divirodhatah | dhaivatasyávilopena dvigra- 
mative i madhyagam || 503 || madhyamagráma játyuttham. suddha- 
madhyaákhyamwu rcchanam | amum ra gavivekajiah pralu áriká la jin 
турай || 504 ||, “Originating from the pure jatis except dhaivati 
and d@rsabhi, it has sadja in the function of initial note, dominant 
and final note and it lacks dhaivata and rsabha (499). It is provided 
with the ascending sarna. It is adorned with [the grace] prasannads. 
It is richly endowed with kakali notes (ie. c sharp). Its m&rcchaná 
starts with pure madhyama (500). Heroism, fury and wonder are 
its sentiments. It is practised in the last period of the day, in 
spring-time, causing pleasure to the enemy of балага (ie. Kama) 
(50x). Hindola [is] especially [used] in pleasure. In this case it is 
pentatonic. Some people say that hindola is connected with the 
sadjagrama, when rsabha is omitted (502), [but] their opinion 
should not be considered, because it contradicts that of Matanga 
and other authors. It moves in the middle between the two gramas 
in consequence of the non-omission of dhaivata (503). 'It springs 
from the jatis of the madhyamagrama. Its snürcchand is that one 
which is called after pure madhyama', the expert of the classifi- 
cation of rāgas, King Srikálajit (ie. the author himself) says (504) `. 
RàmSM. s, 37 still mentioning the ancient indola raga, says: 
hindolako ridhatyakta auduvah sagrahamsakah | sanya'sah subhado 
geyah sa ra gah sarvakalikah || 37 ||, “That Raga is called Hindola, 
which is Oudava, for it leaves Ri and Dha; which has Sa for its 
Graha, Amsa, and Ny4sa; which may be sung at all times; and 
which is auspicious" (transl M. 5. Ramaswami Aiyar) RamSM. 
4, 25-27 describes hindola scale (mela): érirágamele yal laksma tat 
sydd dhindolamelahe | dhaivatah éuddha evatra viseso "уат pr adar g 
Хар || 25 || Ramscit tadudbhavan ғаріп vaksye laksanasamgata | 
hindolo ma rgahindolas tathà bhupala ity ami || 26 || anye ca ШЙ 
уйсар sambhavanty atra melake "25. Тһе charactsisti cs of Sr råga 
are equally applicable to this Маа of Hixlola; md the ml y ex- 
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ception is (that instead of Paficasruti Dha of the former) Sudha 
Dha is used (in the latter). 26-27. I now enumerate some of the 
Ragas derived from this (of Hindóla) and they are:—Hindóla, 
Márgahindóla, and Bhüpála and also a few others" (transl. M. S. 
Ramaswami Aiyar) According to RamSM. 4, 16-17 the Srira ga 
scale consists of the following notes: Suddha sa, paficasruti ri, 
sádhárana ga, $uddha ma, $uddha pa, paücaéruti dha and kaisika 
ni If we replace райсаӛгші dha by $uddha dha, we obtain the 
notes of the Aindola scale:de* f*ga bct, which may be equated 
with the modern Indian notes:def g a bh c. 

The hindola raga mentioned SomRV. p. 246, Table 3, no. 6 
lacks the notes ri and pa, like the modern /sndola, whilst it belongs 
to the vasanta mela, which is mentioned p. 244, Table 2, no. 7 
consisting of the following notes: $uddha sa, $uddha ri, antara 
ga, Suddha ma, $uddha pa, $uddha dha, kákalini,i.e.:def* ga bc* 
or in modern notes: de^f*g ab’ ct. 

According to VenkCP. 4, 121-123 the gaulamela consists of the 
above mentioned notes. VenkCP, anubandha 25 classifies the 
hindolarága under the ritigaulamela, which is the 20th scale of his 
system (cf. anubandha 6) S. S. Sàstri, The Mela-Raga-Malika, 
Introduction, p. XXIV explains how to find out the notes of the 
scale, if one knows the mela number of this scale. So даша, the 
20th mela belongs to the IVth cakra (p. XXII) and the 2nd sub- 
division (p. XXIII) which means that it consists of the following 
notes: sa ri gi ma ра dha ni or: Suddha sa, catuhšruti ri, sadharana 
(! not antara as mentioned p. XVII) ga, $uddha ma, $uddha pa, 
Suddha dha, kaisika ni, or, in modern notes:defga b* c. 

Almost the same scale will be obtained from VenkCP. 5, 60 
where the classical pentatonic Aindola raga, which lacks ri and dha, 
is said to have originated from the Dtairavi mela, which, according 
to VenkCP. 4, 124-128, contained the following notes: sa, paficasruti 
ri, sadhárana ga, ma, pa, dha, kaisika ni, ie. det f+ gabct, or, 
in modern notes: de*fga b c. Instead of e+ for the paficasruti 
ri We may also read e. 

DàmSD. II, 32 hindola is called a ‘male’ rága and according to 
IL, 44 it is "fixed on gauda', which may be the gaulamela, described 
VenkCP. 4, r21-124, as a scale containing the notes: guddha sa, 
Suddha ri, antara ga, Suddha ma, $uddha pa, kakali ni, ie. de ff 
&a bc*, or, in modern notes: d e ff g a b’ cf. This is the same 
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SCale as the scale mentioned SomRV. p. 244, Table 2, no. 7 (see 
above). DamSD. IL 71-72 characterizes hindola in the classical 
мау; htndolako ridhalyaktah satrayo gadito budhaih smürchaná 
Sud@dhamadhya syad audavah kd kaliyutah (71). nitambinimandata- 
TAP gildsu dolàsw khela'sukham айайһа пар kharvah kapolah (read: 
khearvakapola-?) dyutikimayukto hindolaragah kathito munindrath 
S@ ga ma pa "i sa—sa ni фа ga та sa. iti hindolah (72), "Hindola 
is said by the wise to be without ri [and dha] and to have sa in the 
three functions; his sw rdhánà is Suddhamadhyá, he is pentatonic 
and has Кака! notes (? kakali ni) (71). Hindola—thus say the wise— 
accompanied by the god of love whose beauty is enhanced by the 

small doves, enjoys the pleasure of the play on a swing, which is 

brought into soft motion by a beautiful woman. sa ga ma pa ni 

Sa—sa ni pa ga ma sa. That is hindola (72)' (Bake, Proefschrift, 

р. 49) DàmSD. II, 16 mentions а hindoli тара, which he calls one 

Of the “wives of vasania’’. This hindoli raga, which is connected 

with the vasanta тара, may be the same raga as the Aindolavasanta, 

mentioned VenkCP. 5, 62 and called a complete or heptatonic raga 

to be derived from the ¿hari mela, which, according to VenkCP. 

4, 128-131, consisted of the following notes: sa, paficasruti ri, 

са dhàrana ga, ma, pa, dha, Какай ni, Le. def f*gabc* or, in 

modern notes:de*f gab? ct. 

TulSS. p. 103-105 also distinguishes two hindola тараз, that is 
to say, a pentatonic hindola and a complete hindolavasanta, though 
he derives both of them from the bhairavi mela, which is described 
p- IOI asa scale consisting of the following notes: sa, paficasruti ri, 
sa dhárana ga, ma, pa, dha, kaisika ni. This 004274014 scale exactly cor- 
responds to the above mentioned bhairavi mela of VenkCP. 4, 124-128. 

CikAB. 2, 775-776 quoting Harss., describes the ancient Aindola 
гара, which lacks the ri and dha notes. | ‚ i 

бНЕТ. 7, 46 briefly explains the hindola тара: hindole "а трач 
tyajyau komalo dhaivato bhavet, “In hindola ri and pa must be 
omitted. Dhaivata is a flat (komala) note”. If we regard the other 
notes as fuddha, this scale consists of the following modern Чин: 
d f? g b cr, but if we regard the other notes = sharp (бота) 
n ctes in соп гаї tirictó п to the flat (komala) жі ыз 
the folbwig maes: d f gf bé С ог, {тапврозе Ser е UU 
This edi нені ра the LEA hindola (сі. Fox Strangways, 
Table, no. 51), though the modern hindola has а бута dha (a) 
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ВТ. 7, 32 mentions а vasanta raga, which has ga and ni as 
tivra notes. If we regard the other notes as suddha and komala notes, 
we obtain the following scale: d e’ ff g a bh cf (ri and dha, œ 
and b> are called suddha in the South Indian system, but komala 
in the North Indian system), ог transposed:c d’ e fg a b. This 
scale, which is similar to the vasanta mela of SomRV. p. 244, Table 
2, по. 7 (see above), resembles the modern vasanta (cf. Fox Strang- 
ways, Table, no. 46), though it lacks the augmented fourth ff (ma 
tivra), which characterizes both the modern fAindola and the 
modern vasanta. 

In the modern North Indian system of Bhatkhande the Ahindola 
raga belongs to the Ай уати mela (c def* ga b; cf. Bhatkhande, 
Kramik Pustak Malika, Part IV, p. 175), while the vasanta raga is 
classified under the purvi mela (с d’ e Ё ga’ b; cf. Bhatkhande, 
Kramik Pustak Malika, Part IV, p. 373). 


70-71. rsabhena vihineyam: “It lacks rsabha", ie. in the 
hexatonic form of this јан. 

dvàbhyàm cet [vihineyam], "but when [it lacks] two notes’, 
ie. in the pentatonic form of this Jati. 

sadjodicyavati jati. The characteristics of the sadjodicya- 
vati játi are determined BhN. 28, 125-127 (Bombay ed.): sadjas са 
madhyamas caiva nisddo dhaivatas tathá | syuh sadjodicyavatyamsa 
nyasas сата іш madhyamah || 125 || арапуйѕо bhavaty asya dhaivatah 
sad ja eva са | parasparam іһат5апат samcaras ca vidhiyate || 126 || 
paricamarsabhahinam іш файсазуағуат tu tatra vai | rsabhah sádave 
hino gandhára$ ca bali bhavet || 127 ||, “Ѕадја, madhyama, nisáda 
and dhaivata are the dominants of the sadjodicyavati [jati]. Its 
final note is madhyama (125). Dhaivata is its secondary final note, 
sadja, too. A reciprocal coming together (samcara = samgati) of 
the dominants is fixed here (ie. in this Játi) (126). There is а penta- 
tonic form, which lacks райсатпа and rsabha. Rsabha is lacking in 
the hexatonic form and gandhara is prevalent (x27). СІ Ghosh, 
Transl. II, p. 25, ch. 28, 115-117. 

The sadjodicyavati jati is also defined MBrh. p. 72, ll. 8-19: 
sad jodicyavaya h sad Jamadhyamadhaivatanisádá prahah amśāãś са. 
pan casvaraparas tarah. nyasaparas tatbaro và mandrah. rsabhahinam 
sádabam узабһарайсатайтат audubitam. bürnàvasthàyàm r[sabha )- 
sad јава ndhárajari camayor alpatvam. ga ndhàrasyámsatve prabtaw (?) 
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báhwZ-yam. sádabe pancamasya lpatvam. audubite na kasyapy alpa- 
tvam, апат bahutvam. madhyamo nydsah. rsabhadhaivatav apa- 
nyaS саи. amšanam parasbaragamanam. dasavidhalvam азуаһ sapta m- 
Saka _.. tatra sapta pirnd файса sádabüh райса auduba (?). 
gandhegramurchand Шаһ paficapánih. ekakalena citrena тарай. 
duikalena vartikena sambhdvita. catuskalena daksinena руша. 
rasaze $rngarahá syaw. dhruvagane duitiyapreksanake viniyogah, 
“Sadja, madhyama, dhaivata and пізада are the initial notes and 
dominants of the sadjodicyava [jati]. The high register consists of 
five motes. The low register has the final note as its limit or goes 
beyond that note. The hexatonic form is without rsabha, the 
pentatonic form without rsabha and paücama. In its complete 
forma there is rareness of rsabha, sadja, gandhara and райсата. 
When gandhara is dominant, prevalence is obtained (read: pra Мат 
instead of pra piau) In the hexatonic form there is rareness of pañ- 
cama. In the pentatonic form there is no rareness of any note, 
while there is preValence of the remaining notes. Madhyama is the 
final note. Rsabha and dhaivata are the secondary final notes. 
There is a mutual coming together of the dominants. There are 
ten Kinds of this ПАН), which has seven dominants (we may read: 
барғатғаһа уй) There are seven complete, five hexatonic and 
five pentatonic (аийиВа?) forms. [Its mūrchanā is] the m#rchana 
[starting with] gàndharà. The tala is paricapa м (4.444495): 
In the citra style consisting of one kala magadhi is the rhythm In 
the wdrtika style consisting of two kalds sambhd wild is the rhythm. 
In the daksina style consisting of four kalds рубина is the rhythm. 
Love and mirth afe the sentiments. Its application [takes place] 
in the dhruvd-song in the second act”. | ки 

This jati is also described SarnSR. 1, 7, 81-83: ansah samansdhah 
sad jodicyava yam prakirtitah | mithaS са samgatas te syur maid ræ- 
ga'sgadháà vabhit rita || 81 || sadjarsabhau bhüriā rau rilopat sadavam 
matam | auduvam ripalopena dhaivate ‘mse та sádavam || 82 || 
sd dijüad gilatdládi gamdharads ca mau тойапа | dviliye i preksane 
güzze dhruvayam viniyojanam || 83 || asyem sadjodic y sae ee Wm i 
аһғуато nyàásah. sad jadhaivatav apan yasau. as yah aa h—, і 
the sadjodtyavd [jati] sa, ma, ni and dha are called wait —À 
These [notes] reciprocally come toge ther. There 15 БЕ», = » 2% 
low gindhara (81). Sadja and rsabha are Rom E ж. Tee 
high register (tāra). The hexatonic form is considere 
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the omission of ri, the pentatonic form to the omission of ri and 
pa. When dhaivata is dominant there is no hexatonic (82). The 
song-rhythms, etc. are as in the 5243 [jàti) Its mūrcchanā starts 
with gandhara. It is applied in the dhruvd-song in the second act 
(83). In the sadjodicyavd [jàti] madhyama is the final note. Sadja 
and dhaivata are the secondary final notes. Its representation is 
as follows: ...”. For the transcription of the music example, which 
follows this description, see music ex. 11 A. Cf. TulSS. pp. 47 f. 

Compare also KuSR. 2, т, 4, 204-208: syuh sadjodicyavatya m 
іш sadjamadhyamadhatvatah | nisadaš ca grahamsa khya apanyasau 
sadhaw svarau || 204 || nydsas іш madhyamas tasyam sddavam syad 
rilopatah | auduvam ripalopena mandraga ndharabhurita || 205 || risa- 
yor bauddmsanam затрайһ syat parasparam || mu rochaná. gasvara- 
дуа іш dhaivate "тс па sadavam || 206 || rasau $улра rahasya khyau 
drSyete ‘tra parisphutau | së djyim jatau samuddtstam talara gakala- 
dikam || 207 || tat sarvam tha vijfieyam prastaro 'syás tathocyate |, 
"In the sadjodicyavati [Ati] sadja, madhyama, dhaivata and пайа 
are called the initial notes and the dominants. Sa and dha are the 
secondary final notes (204) In this [jati] madhyama is the final 
note. There is hexatonic by omission of ri, pentatonic by omission 
of ri and pa. There is prevalence of the lower gàndhàra (205). 
There is prevalence of ri and sa and a reciprocal coming together of 
the dominants. Its тш rcchaná starts with the note ga. When dha 
is its dominant, there is no hexatonic (206) The erotic and comic 
sentiments are clearly noticed here. Its metre, ragas, kalds, etc. 
have been explained in the sad jati (207). All these things must be 
observed here. Its representation will be mentioned like this: 
«^. For the different readings of the music example which follows 
this description, and which is similar to the music example used 
SarñSR. r, 7, 83-84 to illustrate this jati, see music ex. no. II B. 
KuSR. 2, 1, 4, 215-216 explaining the name of this jati, says: 
$40 kathitodicya asyah prayojakah || 215 ||# у etad dríyate gitam 
ба hulyad деќапатауиЬ | yathà ka mionká gaudt takkamdalavapan- 
сата || 216 ||, “... Thus its employers are called Northern (215). 
So this song appears, in consequence of its wide-spread practice, 
furnished with the names of [various] countries, such as kàmbojtká, 
gaudi, takka and málavapaficama (which are names of both countries 
and rágas)". Since these four rágas are not mentioned by SamSR. 
and TulSS. in connection with the sadjodicyavd ДАҢ, we shall not 
give here a detailed description of their structure. 
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72-73. kramāt: “respectively”, ie. іп the hexatonic and in the 
pentatonic forms. In the hexatonic form nisada causes rareness, 
in the pentatonic form nisada and gandhara produce this effect. 
saptaitàh, "these seven [jatis]’, ie. the jatis mentioned before 
in verses Datt. 63-73, viz. sadjà, drsabht, dhaivati, n$sadavah, 
sadjakatstki, sadjodicyavatt and sad jamadhya. 
sadjamadhya jàti. The sadjamadhya јан is defined: BhN. 
28, 128-130: sarve ат4аһ sad jamadhya уа арапуа sas ta eva ca | sad jo 
và madhyamo vapi nyásah karyah prayokirbhih || 128 || ga ndhara- 
saptamopetam pañcasvaryam іш tatya vai | sddavam saplamopetam 
cãtra káryam prayogatah || 129 || sarvasvara пат samcára. tstas ta- 
syam frayokt;rbhih |, '' All [notes] of the sadjamadhya [jiti] are domi- 
nants. They are also secondary final notes. Sadja or madhyama 
must be applied by the performers as final notes (128). The penta- 
tonic form depends on gandhara and пізада (which are rare), the 
hexatonic form depending on пісада should be applied here (129). 
In this(jati] there is a coming together of all notes as the performers 
like it'". C£. Ghosh, Transl. II, рр. 25 f., ch. 28, 118-120. The second 
half of verse 1300f BhN. and the first half of verse 131 are compara- 
ble to the second half of Datt. 73, which concludes the discussion 
of the sadjagrama |8145 and introduces the subject of the madhya- 
magrama jatis. | 
Тһе sadjamadhyamd jati is also determined MBrh. р. 72, l. 19- 
р. 73, 1. 5: sadjamadhyamáyà аһа; атха ca saptaiva svarā}. 
pañcasvaraparas làrah. nya saparas tatparo và mandrah. nisa dahina 
sádabá. misádaga ndhárahimá audubtta. gramavirodhena yathegtam 
sax ойтаћ. pürnávasthà yam nisddagandharayor alpatvam. sad ла 
dhyamau пуа аи. saptasvarapanyasa, dasavidhatvam asyá j . 
атќаһа< catvdrah sádabáh. tathaiva dhaivate ‘mse sddabandm jd 
vitas са suddhatvam пай. madhyama dimtürchana . talals ЕНИС ie 
ekakalena citrena mágadhi dvikalena vartikena sambhauta d 
daksinena prihulā. sarvarasütmihà. dhruvdga ne ea eras x 
viniyogah, "The seven notes are the 1 fu al notes and ics i dium 
of the sadiamadhyamá ПАН), The high regir OP beyond 
notes. The low register has the final note as its limit 0 5 ska 08 
that note. The hexatonic form lacks npa d. The d od 
ee onsistency of the gramas 
lacks nisada and gandhara. Without inc let 
š t pleasure. In the comp:ete 
there is coming together 04 пеН р! dja and madhyama 
form there is rareness of nisáda and gandhara. Sad] 
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are the final notes, The seven notes are the secondary final notes. 
This is a tenfold characterization of this [jati] There are four 
hexatonic forms depending on the dominants. When dhaivata is 
dominant there are pentatonic forms, but there is no pure form of 
the hexatonic ones. The mtircchana starts with madhyamà. The 
metre is paficapa mi. In the citra style containing one kala mágadhi 
(is the rhythm), in the varttka style of two kalds sambhausta and іп 
the daksina style of four Ralds prihula. Its character [is connected 
with] all sentiments. Its application [takes place] in the dhruva- 
song іп the second act". The next two lines of this text may also 
be compared to Datt. 73 cd. The sadjamadhyama Jati is determined 
once more MBrh. 252-255 ab, p. 74, ll. 12-19. This description 
together with the following music example (MBrh. р.74,1. 19-p. 75, 
L 5) is quoted SarnSR. 1, 7, 85-88 ab. Sarigadeva may have added 
the words to the music lines of Matanga. For the transcription of 
these lines see music ex. no. I2 À. 

Cf. SàrhSR. т, 7, 85-88 ab: amsah sapta svarah sad jamadhya- 
тауат mithás са te ||85 || samgacchante nir albo 'msad gad rie 
vaditam vind | ntlopanigalopa bhya m sádavaudwwite mate || 86 |sad.a- 
vauduvayoh ѕуйат duisrutt іш virodhinau | gititdlakala "dine 
504 јап mürcchaná punah || 87 || madhyamadir tha jneya фйғуйтай 
viniyojanam | asyam sadjamadhyamayam sadjamadhyamau nya sau. 
sabia suará афапуа sah. asyáh prastarah—, “Іп the sadjamadhyama 
[Bt] the seven notes are ће dominants. They also (85) come 
together. Ni is rare, except for the case when ga is dominant. The 
hexatonic and pentatonic forms are considered to exist, when ni 
or ni and ga are omitted, except for the case when they are 22417 
(Le. ата or dominant) (86) In the hexatonic and pentatonic 
forms the notes of two Srutis (ni and ga) are conflicting. The 
rhythms, metre, 84445, etc. are like in the sad ji jati. The murcchana, 
one should know, starts with madhyama (87). Its application is 
as has been mentioned before. In the sadjamadhyama [аб] ва” а 
and madhyama are the final notes. The seven notes are the second- 
ary final notes. Its representation is as follows:...’. For the 
transcription of the music example, which illustrates this description 
see music ex. по. 12 В. Cf. TulSS. pp. 48 f. and music ex. 12 С. 

The characteristics of the sad jamadhyamá ЗАҢ are also described 
KuSR. 2, т, 4, 217-222: sadjamadhyamiká jdlaw svarah sapta 
prakirtitah | amSagrahav афапуйѕа nydsau stah sadjamadhyamaw 
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|1217 || svara nām samgatth kdryd sarvesam svecchaya budhath | ner 
lopat sadavam prokiam auduvam nigalopatah || 218 || gándhá ránya- 
svaresu amsesu alpasparso nisádava'n | sàdavauduvayor dvesam kurva te 
ти gani svarau ||219 || yatra vàdi misa dah зуап nálpas tatra vidhi- 
yate | kalara gà dikam sarvam азуат зйй)уа m iveritam || 220 || $miga- 
rüdbhulavirà$ ca таза atra pratisthitah | madhyamadir tha jneya 
murcchand vintyojanam || 22x || sadjodicyavativat syat prastadro "уа 
nigadyate |, "In the sadjamadhyamikd Қа the seven notes are 
called the dominants, initial notes and the secondary final notes. 
Sadja and madhyama are the final notes (217). Coming together 
of all notes may be practised by the experts at will Hexatonic 
is said to exist by omission of ni, pentatonic by omission of ni and 
ga (218). Slightly touching of nisáda [takes place] when notes 
other than рапдћага are dominant. The two notes ga and ni cause 
inconsistency in the hexatonic and pentatonic forms (219). Where 
пізада is vddin (= ата), in that case it is not produced as a rare 
[note] All things, such as kalás, тарас, etc. are said to be as in 
the sádji [jati] (220). The erotic, marvellous and heroic sentiments 
are fixed here. The mu rcaná, one should know, starts with 
madhyama. The application (221) is as in the sad jodicyavati [Ja ti]. 
Its representation is as follows: ...". For the different readings 
of KuSR. 2, 1, 4, 222-229 containing the same music example 
as SarnSR. r, 7, 87 see music ex. no. 12 D. | 
The connection of this АЯ with the rágas and the rasas 15 ЕХ- 
plained KuSR. 2, т, 4, 230-231: prakrtih sarvarágana т iyam ukta 
mahībhujā | nandike$varasammatyá taduktir abhidhīyate || 230 | 
ekaiva sadjamadhyd tu jñeyá sarvarasásrayá | tasya misratvatah 
prokiah sarvardgasamudbhavah || 231 ||, “This [Ru] 15 called by 
the King (ie. the author himself) the fountain head of all ragas. 
His words are spoken in agreement with Nandikesvara (e30). 
Sadjamadhya pne should know, is the only [jati], which is associate 
204 called 
with all sentients. In consequence of its mixed form it 1s 
the source of all rágas (231) `. 


74-75 а. gandhari jati. The gandhari [jati] is oes mx 
28, 131-134 (Bonta y ed.): gandharyah файса syur ата tavvata- 
, - д : 
rsabhavar jitah || ізі || aPanyaso bha vec c at ra sad ah — - 

ca|gándhá то ‘tra bhaven nydsah sagava т cargaam vt 3 


rsabhadhaivatopetam tatha cauduvitam bih ^uyel | tghaniyau са tau 
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nityam rsabho dhatvatam vrajet ||, “Тп the gdndhari [jati] there are 
five dominants, dhaivata and rsabha being excluded (131). Its 
secondary final note is sadja and paficama. Gandhara is the final 
note. Hexatonic is without rsabha (132). Pentatonic depends on 
[the omission of] rsabha and dhaivata and these [notes] should 
always be skipped over. Rsabha goes to dhaivata' СІ. Ghosh, 
Transl. II, p. 26, ch. 28, 121-123. 

This jati is also defined MBrh. p. 73, ll. 7-22: taiva gándháryá 
ga ndharasad jamadhyamapañcamantsada grahah ta еуатзаһ panca- 
svaraparas lárah myásafaras tatparo và mandrah. rsabhahinam 
sádabam. rsabhadhaivatahinam audubitam. purndvastha yam rsabha- 
dhaivatayor alpatuam %запат bahutvam. svarajdiitvad gandharo 
nyasah. sadjamadhyamáv apanydsau. dhaivatarsabhayoh sangatsh. 
tad yathi—gandharit yada samptirnd giyate tadd mddhdrigd sts 
ga yanti iti prayogah syat. yada rsabhahind giyate dhasvarapravesa- 
nam madhadhdga itt prayogah ѕуйі. yada audubita giyante іайд 
uttarasvaraprauese maga gà iti prayogah syat, máparidha iti brayogah. 
Кайа с api na sydt. dasavidhatvam asyah. ekadasá mSakah Suddha 
vikriah фйтаһ фалса catvarah sidabah awdubita ekah. mirchana 
dhaivatádih caccatputas Шаһ, ckakalavidhah citrama rge mágadhi 
dvikale várttike sambhavità catuskale daksine тиа. rasah karunah. 
matra daksine vdrtike citre Вай diraadgane tyrtiyapreksanake vini- 
уо аЬ, “Тп the ga ndhári [jati] gāndhära, sadja, madhyama, paficama 
and nisdda are the initial notes. They are also dominants. The high 
register consists of five notes. The low register has the final note as 
its limit or goes beyond that note. Hexatonic is without rsabha, 
pentatonic without rsabha and dhaivata. In the complete form 
there is rareness of rsabha and dhaivata and prevalence of the 
remaining [notes]. Because the jati is based on that note, gandhara 
is the final note. Sadja and madhyama are the secondary final 
notes. There is a coming together of dhaivata and rsabha. For 
instance: when the рапфап [ati] is sung in its complete form, 
people sing: mà, dhà, ri gà (g, b, e, f); this is its application. 
When it is sung Without rsabha, one introduces the note dha: ma, 
dhà, dhà, ga (g, b, b, f); this is its application. When it is sung in 
its pentatonic form, then its application is, starting with the highest 
note (Le. пі): mà, gà, gà (g, ї f). The application: mà pa ri dha 
(E, а, e, b) never takes place. It has a tenfold characterization. 
Having eleven dominants, it is pure and modified. There are five 
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complete forms (each one starting with one of the five dominant- 
initial notes: sa, ga, ma, pa, ni) four hexatonic forms (starting 
with the same dominant-initial notes, райсата being excluded; 
cf. Ghosh, Transl II, p. r8, ch. 28, 65-69), one pentatonic form 
(starting with ga, since sa, ma, pa and ni are not suitable as 
dominant-initial note in the pentatonic form of the ga ndhari 
játi cf. Ghosh, Transl II, p. 18, ch. 28, 69-71). The merchand 
starts with dhaivata. The tala is caccatputa (2) 2 J Jor J J + i. 
In the citra style consisting of опе kald mágadhi is the rhythm, in 
the váritika style consisting of two kalds sambhávitá is the rhythm 
and in the daksina style consisting of four kalás prthuld is the 
rhythm. Its sentiment is pity. The [due number of] kalàs consisting 
of mákaás (cf. MBrh. p. 50, ll. 5-7) in the daksina, vartika and citra 
styles. Its application takes place in the алғиуа -song, in the third 
act". 

The рапФан jàti is also described SAmSR. т, 7, 67-69: файса- 
mansa ridhavarjyah syur gamdhanam samgatth punah | nyásá'm- 
Sabhyam tadanyesdm dhaivatad rsabkam vrajet | 67 || riloparidha- 
lopa bhyám sddavauduuite kramat | фапсатаһ sa davadvesit nisama- 
аһуатафаЯсатар || 68 || атба dvisanty auduvitam alah sodasa 
kirtità h | mac rcchana dhaivatadih syai tdlas caccatputo matah | 69 || 
viniyogo dhruvagane tyrtiyapreksane bhavet | азуітм ga mdharyam 
gandhàro пуйѕаћ. sadjapaticamav apanydsau. ga таһа rapañ cama- 
deSivela valyo dir$yante. asyah prastavah—, “There are five domi- 
nants іп the gandhari [jati], ri and dha being excluded. There is а 
coming together of notes other than these [notes] (ie. final note 
and dominants) with the final note and the dominant. From 
dhaivata one should go to rsabha (67). Due to omission of ri and 
omission of ri and dha, respectively, there is hexatonic and 
pentatonic. Paficama conflicts with the hexatonic form. Ni, sa, 
ma and pa (68), in their function of dominant, conflict v vith the 
pentatonic form. Sixteen kals аге mentioned. Its mircchana 
starts with dhaivata. The metre is considered to be caccatpula (69). 
Its application takes place іл the diruvasong, in the third act. In 
the gandhari[jati] gandhara is the final note. Sadja pan pee =i 
the secondary final notes. The put z pa nant, Se bis "T 

з | ation 5 542% 
nae it a — — nem e which follows this descrip- 

e transcription of the music exampl d music ex. I3B. 
tion, see music ex. no. 13A. Cf.T WSS. рр. 4of. and n 
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Compare also KuSR. 2, I, 4, 233-238: ridhavarjah svaráh panca 
gandharyam amSatajusah | gamdhare nyasanam sadjabá v apanya sa- 
sannjnakau || 233 || апуезіт samgatsh káryá пуа samsa bhyam rilo- 
patah | sddavam ridhalopábhyám auduvam ridhato vrajet || 234 || 
sadavam файсате 'mse to, nisamadhyamaparicamah | amsas cen na 
{ада karyam auduvam jativedind || 235 || mw rcchand dhawata а 
syat kalah sodasa kirttitah | tdlas caccatputo jñeyo vintyogah frala - 
rititah || 236 || trtiyapreksanagatadhruvaga ne purdtanath | rasas ім 
karuno jneyo ga ndháryám gilavedibhih || 237 || dest veldvali tadvad 
rdg gandhà rapancamah | dr$yate ‘tha yathasd stram prastaro 'syáh 
$radar$yate || 238 ||, "In the gandhani [jāti] five notes, ri and dha 
being excluded, are dominant. The end is on gandhára. Sa and ра 
are known as secondary final notes (233). Coming together of other 
notes with the final note and the dominant should be practised. 
Without ri there is hexatonic, without ri and dha pentatonic. 
One should go from dha to ri (234) When paficama is dominant, 
the hexatonic form, when ni, sa, ma, and pa are dominant, the 
pentatonic form should not be applied by an expert of jatis (235). 
The mircchana starts with dhaivata. Sixteen 8/45 are mentioned. 
The metre, one should know, is caccatputa. The ancient [authors] 
say that its application [takes place] (236) in the dhrwvá-song, 
which occurs in the third act. Pity is considered by the song experts 
to be the sentiment in the gándhár: [jati]. According to the sacred 
books, desi, veld тай and, іп the same way, the raga ga ndhárapasi- 
cama are noticed here. Its representation will be shown (238)”. 
For the different readings of the music example KuSR. 2, I, 4, 
239-245 borrows from SarnSR. r, 7, 69, see music ех. по. 13C. 

Of the three тара, which, according to SarmSR. І, 7, 69; KuSR. 
2, I, 4, 238 and TulSS. p. 40, are connected with the gandhart 
jati, dest has been discussed comm. Datt. 65, velávali comm. Datt. 
67 and gandharapan cama comm. Datt. 68-69. 


75bcd-76. raktagándhàri jati. The raktagandhari jati 
is defined ВАМ. 28, 134-136 (Bombay ed.): ga ndhárivilutam nyasam 
hinasvaryam ca laksanam || x34 || sarvam са raklapürva yà gandha- 
ryas са vinirdiset | balinaw bhavatas cátra dhaivatah saptamas tatha || 
135 || ga ndhárasadjayo$ caiva samcáras ca rsabham vind | apanya sas 
tatha сайта eko vat madhyamah ттар || 136 ||, “Тһе characteristic 
referring to the final note and to the [hexatonic and pentatonic] 
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forms, which lack notes, is fixed in the gdndhari [jàti] (134). One 
should determine everything of the gandhárt jati, which precedes 
the raktalgandhari jati). Here dhaivata and nisdda are prevalent 
(135). There is a coming together [of notes] with gàndhàra and 
sadja, rsabha being excluded. Traditionally, madhyama is the only 
secondary final note (136)”. 

The description of the raktagandhari jati MBrh. p. 73, 1 23-p. 
74, 1. 2 is equal to the definition of the gándhà i jati MBrh. p. 73, 
П. 7-10. It is continued MBrh. p. 74, ll. 2-11: nisádasya insatuad 
(a)bahutve фғафе vacanad (a)bahutvam, dhaivatasyánamsatvad alpa- 
tve prapie vacandd (ара hwlyam, sddave — dhaivatasyábáhulyam. 
rsabhasya na kadácid api. audubite sarvsa m. amsawan na lasya - 
Lpatvam. uktabhangya %ҙалат báhulyam. nyáso gándhám eva ca. 
apanyásas tu madhyama eva. sadjaga ndhà rayos іш sañcarah. dasa- 
vidhatvam азуаһ. ауадаза míakramah. фйтаһ фаяса calvárah 
sa dale pancapy(?) ате ‘pavada. rsabhádi mw тсһапа. karuno rasah. 
talah pancapa mh. ekakale citre тарай. duikale vartike sambhavita, 
“Because nisida is dominant, when prevalence is obtained, [it 
is indicated] by the term prevalence (bahuiva), because dhaivata 
is not dominant, when rareness is obtained, [it is indicated] by the 
term [non]-prevalence ((а| ba hulya). In the hexatonic form there is 
non-prevalence of dhaivata; never of rsabha. Because all notes 
ате dominants in the pentatonic form, there is по Тагепев5 
of that [note]. By an indirect way of speaking thefe is prevalence 
of the remaining ones. Салдћага is the final note. The secondary 
final note is madhyama. There is a coming together with sadja 
and gandhara. It has a tenfold characterization. The straight 
order (krama) consists of twelve dominants. There are five complete 
forms, four in the hexatonic...(?). The слана starts with 
rsabh«. Pity is the sentiment. Райса рати is the metre. In the сиға 
style containing one kala mágadhi (is the rhythm). In the ата 
style containing two kalds sambhdvita (is the rhythm) | 

The raktagandhart is also determined Carn 5К. 1, 7, 91-94: 
амбар зуй raklagamdharyam paca dharsabhavar аһ І 91 | rim 

(gs - idhimelane | riloparidhalopabh yan 
atikamya sagayoh karye samn | — 
sadavaukvam isyate || 92 || bahutvam | nidhayor атай parican 


dwsti sádavam | dvisanty auduvitam sad janimapå h samgdan саран || 
93 II paticapanyadi gid ji vad rsabhádis іш mürcchana | trtiyapreksana- 


gatadhruvayam viniyojanam || 94 | aydm raktagaindhar yam 
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ga mdháro nyásah. madhyamo 'banyásah азуаһ prastárah—," There 
are five dominants in the raktagandhdri jati, dha and ri being 
excluded (91). After skipping over ri, one should practise junction 
and juxtaposition of sa and ga. Hexatonic and pentatonic are 
regarded to exist from the omission of ri and from that of ri and dha 
(92). There is prevalence of ni and dha. Рапсата in the function of 
dominant conflicts with the hexatonic form. Sadja, ni, ma and ра 
conflict with the pentatonic form. Sa and ga come together (93). 
Pafcapá т (a special metre), etc. are as in the sddji jati. The 
mircchana starts with rsabha. Its application [takes place] in the 
dhruvd-song occurring in the third act (94). In the raktaga ndhàri 
[jät] gandhara is the final note. Madhyama is the secondary 
final note. Its representation is as follows: ...". For the transcrip- 
tion of the music example which follows this description see music 
ex. no. 14A. Cf. TulSS. pp. 50 f. and music ex. по. 14В. 

Compare also KuSR. 2, І, 4, 266-271: jáíau іш raktagandharyam 
dhaivatarsabliavar jitàh | bañca suarah та amsá grahás$ ca, ntdhayos 
tatha || 266 || bà hulyam, sádavam proktam rilopād, ridhalopatah | 
auduvam, baficamámsas tu dvesti satsvaratdm atha || 267 || dvtsanty 
auduvitam sad janimapáh, sannidhir mithah | Еатуат tatha melanam 
tu sagayoh svarayor sha || 268 || gandhdre nyasanam proktam apa- 
туазан зарау tha | kala duddasa südjivat rsabhddis іш mtircchana 
|! 269 || Adsyaspigarasamjian tu rasáv atra prakirititau | файсара vis 
tatha làlas trtiyapreksane {айла || 270 || viniyogo dhruvagd ne prasta ro 
‘tha vidhiyate |, "In the raktaga'ndhari Jati five notes, dhaivata and 
rsabha being excluded, are the dominant and the initial notes. Of 
ni and dha (266) there is prevalence; hexatonic is said to be without 
ri, pentatonic without ri and dha. Paficama in the function of domi- 
nant conflicts with the hexatonic form (267) Sadja, ni, ma and 
pa conflict with the pentatonic form. Junction and juxtaposition of 
sa and ga should be applied here (268) The end is said to be on 
gandhàra. Sa and pa are the secondary final notes here. There are 
twelve kalás as in the sad jati. The smürcchaná starts with rsabha 
(269) The sentiments called mirth and love are mentioned 
here. Райсафат is the metre. Its application takes place in the 
dhruvd-song in the third act. Its representation will be produced 
here’. For the different readings of the music example KuSR. 


2. 2 4, 271-273 borrows from SarmSR. т, 7, 94 see music ex. no. 
r4C. 
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77. gandharodicyava jati. BhN. 28, 137-138 (Bombay ed) 
explains the gandharodicyava jati as follows: garidhárodtcya- 
vamsau са vijneyau sadjamadhyamau | файсазуағуат ma casty 
alra satsvaryam rsabham vind || 137 || asyds tv alpabahuivas ya 
nyasapanyasayos tatha | yah sadjodicyava уй s tu sarvo Ња sa vidhih 
smylah || 138 ||, “За а and madhyama should be regarded as the 
dominants of the géndhdrodicyavd Пан), There is no pentatonic. 
The Һехабпіс is without rsabha (137). Traditionally, in this jàti 
all prescriphons on rareness, prevalence, final note and secondary 
final notes are like those of the sadjodicyavá [jit] (138). СІ. 
Ghosh, Transl. II, p. 26, ch. 28, 126-127. 

The gamndhárodicyavá jati is also defined MBrh. 255bc-258ab, 
р. 75, 1 6-13: gàndhárodicyava yàm tu фах amSau sadjamadhyamau 
l| 255 || rilopdt sadavam jneyam pti mate 'méetardlpata | alpa 
nidhapaga ndharah sadabatve prakirtitah || 256 || ridhayoh sangatir 
jneya dhaivatádi$ ca murechand | talas caccatputo jüeyah шар 
sodasakirtitáh | 257 || vintyogo dhruvagd ne caturthapreksane matah 
lasya'm madhyamo nya sah. sadjadhawatà v apanydsau. prasta rah—, 
"In the gandhdrodicyava [jati] the two dominants are sadja and 
madhyama (255). Without ri, one should know, there is hexatonic. 
The complete forms depend on the dominant. There is rareness of 
the other [notes]. Ni, dha, ра and gàndhàra are mentioned as the 
rare [notes] іп the hexatonic (256) There is coming together, опе 
should know, of ri and dha. The smáürcchana starts with dhaivata. 
The Ша is caccatputa (d d dd or J J dd) Sixteen halas are 
mentioned (257) Its application is considered [to take place] in 
the dhruvd-song in the fourth act. In this (Ай) madhyama 15 the 
final note. Sadja and dhaivata are the secondary final notes. Its 
representation is as follows:...". This description together with 
the following music example (MBrh. p. 74, 1. 13-22) is quoted 
SamSR. 1, 7 88cd-gtab and рр. 237 f Sarngadeva may | have 
added the words to Matanga’s music lines. For the transcription 
of these lines see music ex. no. 15А. Cf. "C vol. I, pp. 237 1. 

i . Cf. also TulSS. pp. 491. қ-ғ 
s" q кА dh describes the gandhd@rodicyavd jath as 
follows: gandhdrodicyavatyam іш grahav атбан samau suaran | 
madhyame nyasanam vidyad apanya sau sapau suarat [| 277 | 

ML HM үн ќлпат thalpata | sasnpürnatve svara- 
rilopat sádavam proktam anam 


= ° = - = ~ d, 
пат syat, sddavatve tathalpate | 278 || wigapancamadhanam - 
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ridhayoh samgatir mithah | $rngáarádbhutahásyas tu rasa jn суй yatha- 
rasam || 279 || ‘alas caccatputo jneyah halah sodasa kirthta h | mū- 
rcchaná dhaivatad ya іш caturthapreksane mata || 280 || vintyogo dhru- 
vagane jrastáro "tha pradarsyate |, “In the ga ndharodicyava ай) 
the notes sa and ma are the initial notes and the dominants. The 
end, one should know, is on madhyama. The notes sa and pa are 
the secondary final notes (277). Hexatonic is said to be without 
ri. In this játi there is rareness of the notes which are not domi- 
nants, in the complete form, and in the hexatonic form there is 
rareness (278) of ni, ga, pa and dha. There is coming together of ri 
and dha. Its sentiments, one should know, are love, wonder and 
mirth, according to the order of rasas (279). The metre is caccatputa. 
Sixteen kalās are mentioned. Its тйтссһапа starts with dhaivata. 
Its application is considered [to take place] in the fourth act (280). 
Its representation will be shown”. For the different readings of 
the following music example, KuSR. 2, 1, 4, 281-289 borrowed 
from SamSR., see music ex. no. 15С. 


78. dviérutivarjitàh, “the notes of two érutis (ie. рапаһага 
and nisáda) being excluded’. 
hinatvam, ‘‘defectiveness” ie. hexatonic and pentatonic. 
tibhyadm, “Бу these two [notes]", that is to say, “by рапаһага 
and пісада”, іп so far as by omission of gandhara there is hexatonic 
and by omission of gándhàra and пісада there is pentatonic. 
madhyama jati. BhN. 28, 139-141 (Bombay ed.) explains the 
madhyama jati as follows: madhyamáyám bhavanty атба uma 
ра ndharasaptamau | eta eva hy apanyasa пуа за eva hy madhyamah || 
139 || ga ndhdrasaptamopetam pancasvaryam vidhiyate | satsvaryam 
ca jy aga dhàram kartavyam іш prayogatah || 140 || sad jamadhyama- 
yos cátra kd ryam ба hulyam eva са | ga ndháralanghanam cava nityam 
kéryam prayoktrbhih || 141 ||, "In the madhyamaá Пан) the domi- 
nants are without gandhara and the seventh (ie. nisáda) These 
ones are also the secondary final notes. Madhyama is the final 
note (139) Pentatonic is fixed as depending on gàndhàra and 
nisàda. Hexatonic is produced in practice without gāndhāra (140). 
In this jàti prevalence of sadja and madhyama must be applied. 
Skipping over of gandhàra always may be practised by the per- 
formers (r41)". Cf. Ghosh, Transl. II, pp. 26f., ch. 28, 128-130. 
MBrh. omits the description of this Jati. 
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Sarn SR r, 7, 70-72 defines the madhyamd јан as follows: 
paticamám$à madhyamáya m syur agamdhdranisddakdh || 7o || 
sad jamadhyamabd hulyam gamdharo "Ibo "tra sádavam. | galopa'n 
mgalopena tv auduvam syát kala ’stakam || 71 || rsabhádir mürcchaná 
ДІР tdlas caccatpufo matah | vintyogo dhrwdgàne duttiyapreksane 

vet || 72 || азуйт madhyama уйт madhyamo nya sah. amd. evá- 
panya sah. coksasa davade$ya ndhályo dirSyante. asyadh prastdrah—, 
“In the madhyamd ан) there are five dominants, gandhara and 
nisada being excluded (70) There is prevalence of ва а and ma- 
dhyama. Gándhàra is rare. There is hexatonic by omission of ga, 
pentatonic by omission of ni and ga. There are eight kalās (71). 
The »»ürcchand starts with rsabha. The metre is considered to be 
caccatputa. Its application [takes place] in the dhruva-song in the 
second act (72) In the madhyama [ай] madhyama is the final 
note. The dominants are the secondary final notes. The cokbsasádava, 
desi and ándháli [rágas) are noticed. Its representation is as follows: 

". For the transcription of the music example, which follows 
this description, see music ех. no. 16A. Cf. TulSS. рр. 41 f. and 
music ex. no. 16C. 

Compare also KuSR. 2, I, 4, 246-250: madhyama уйт surah 
файса gandharena nisadind | vind grahamsda panya sa h syur nyáso 
madhyamasvarah || 246 || ga ndharasya. vilopena sa davam parrkirits- 
tam | аѕуйт auduvitam lopat syad gandhd ranisa dinoh ||247 || gan- 
dháro ‘lpaprayogah syád bahulaw sadjamadhyamau | rsabhadya 
mürcchaná 'ѕуйт tālas caccatputo ‘bhidhah || 248 || азан kala 
dhrwvagáne trtiyapreksane budhath | niyojyandhalika desi coksa- 
sddavasam jnaka В | 249 || raga dršyante elasyam hasyasrn ga rakau 
rasau | ganaprapancasiddhyartham prastaro tha pradarsyate | 
250 ||, “In the madhyama ан) five notes, gandhara and піѕада 
being excluded, are the initial notes, dominants and secondary 
final notes. The note madhyama is the final note (246). Hexatonic 
is said to exist by omission of gandhara. In this jati pntatonic 
exists by omission of gandhara and пісада (247). Gandhara is 
rarely used. Sadja and madhyama are prevalent. The mürcchaná 


in this [jati] starts with rsabha. The metre is called caccatputa (248). 


Th | js. It (ie. the jati) should be applied by the 
— a The ragas called атлай, 


experts in the dhruva’-song in the third a t. 1 e 
de$t and coksasddava are noticed in this [jati]. (249). Its sentiments 
are mirth and love. To demonstrate its appear ance in a song, the 
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representation will be shown now (250). For the different readings 
of the following music example, KuSR. 2, I, 4, 251-255 borrowed 
from S4mSR., see music ex. по. 16B. 

Of the three rágas, which according to SarnSR. r, 7, 72; KuSR. 
2, I, 4, 250 and TulSS. p. 42 are connected with the madhyama 
jati, dest has been explained comm. Datt. 65. 

The coksasddava raga, also called $wddhasádava, is already 
defined MBrh. p. 85, 1 20-р. 86, 1. 5: suddhasa dabo madhyamagra- 
masambandhah. táramadhyamo grahah. madhyamo 'її$о nyásas ca. 
gandhárasya calpatvam.  misádaga ndhárau саа kå kalyantarau. 
jürnasvara$ сауат. jürvarange ‘sya prayogah. madhyamo vadi. 
sadja samvádi. rsabhapancamdv anuvadinau. vivádi nasts. srngara- 
hdsyau rasau. madhyamádimürchaná. avarohi varnah. prasanna nto 
‘lankdrah. trisu margesu giyate. daksine hala vrtiau kala citre Кайа. 
svarapadesw caccatputaditd lah. акѕірика, “The pure (Suddha) 
hexatonic (sddaba) [raga] is connected with the madhyamagrama. 
Madhyama of the high register is its initial note. Madhyama is 
the dominant and the final note. There is rareness of gandhara. 
Nisáda and gandhara are here kakali (c sharp) and antara (f sharp). 
It is complete as to its notes. Its application [takes place] in the 
prologue. Madhyama is the sonant note (04410 = ата), sadja is 
consonant (samva' din) rsabha and райсата are assonant (anu- 
vadin) (see comm. Datt. 18-19). There is no dissonant (vivadin). 
Love and mirth are the sentiments. The smürchaná starts with 
madhyama. Its varna is the descending one (cf. comm. Datt. 98). 
Its grace (alamkara) is prasanndanta (cf. comm. Datt. ror). It is 
sung in the three styles. The [due number of] halás in the daksina, 
vri and cifra styles. In [the composition, which contains words 
to] the notes, caccatpuia etc. is the metre. This is the aksiptikd 
(vocal part of a тара composition; cf. comm. Datt. 48, jati and 
гара, pp. 190 Ё)”. 

Compare SamSR. 2, 2, 74-76: vikárimadhyamodbhütah sádavo 
gapadurbalah | nyasamsamadhyamas taramadhyamagrahasamyutah 
174 || Aa@kalyantarayuktas ca madhyamádikamürchanah | avarohya- 
dsvarnena prasannantena bhusitah || 75 || purvarange prayoktavyo 
hásyasrngáradipakah | Sukrapriyah pürvaya me todika ѕуйі tadud- 
bhavd || 76 ||, “Тһе sádava raga springs from the modified (vikarin 
= vikria; cf. comm. Datt. 48, vikrta Jati) madhyama [jati]. Its ga 
and pa are rare [notes]. It is furnished with madhyama as final 
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note and dominant, with madhyama of the high register as initial 
note (74).It has a kakali[ni] (csharp) and an antara[ga] (fsharp). Its 
mitirchana starts with madhyama. It is adorned with the ascending 
and other varnas and the frasanna nta [alamkára) (75). Yt should 
be applied in the prologue. It excites mirth and love. It is dear to 
Venus (the planet) It appears in the first watch (уа та) The 
todika rà gi (cf. comm. Datt. 63-64, рр. 228 f) springs from it’. 
The sádava тара is illustrated by а music example consisting of ап 
alapa (instrumental prelude), а karana (an instrumental part of a 
raga composition), a vartanské (an instrumental part of а тара 
composition) and an akstpitka (a vocal part of a raga composition). 
Cf. comm. Datt. 48, jati and тара, рр. 190. For a transcription 
of the 4508384, mentioned SamSR. vol 11, p. 70, see music ex. 
no. 17À. 

KuSR. 2, 2, x, 227-230 describes the suddhasddava as follows: 
madhyamdjatisamjatas  táramadhyamakagrahah | madhyamamsa- 
nyásayukto madhyamádikamw rcchanah || 227 || kakalyantarasain- 
yuktah prasannantarabhii sitah | avarohyádsvarnas са svalpaga ndha- 
rapafsicamah || 228 || sampirnah purvarange ca prayoktavyo mant - 
sibhih | frhga rahádsyarasayor dattyadatvatadatvatah || 229 || dinasya 
prathame уйте geyo "уат Suddhasadavah |, "Springing from the 
madhyamá jati, it has madhyama of the high register as initial 
note. It is provided with madhyama as dominant and final note. 
Its mürcchaná starts with madhyama (227). It is furnished with 
Какай [ni] and antara [ga] It is adorned with prasanna nia (a special 
grace;see above). Its varnas are the descending one, etc. Its gandhara 
and paficama are very rare (notes] (228). It is a complete таға) It 
should be applied by the experts in the prologue, In tne erotic and 
comic sentiments. It has the god Daitya (ie. the pjanet Venus) 
as its deity (229). It should be sung in the first watch of the day. 
This is $uddhasádava". The music example, which follows this 
description and which consists of an 4/4)а, a karana, a ena 
and an dksiptikd, is quoted from SamSR. For the different rea x 
of the dksiptikd mentioned KuSR. z, 2, т, 230-239 see Music Wr 
no. 17B. | | 

Іп Қы times the suddhasddava raga fell into cae „М 
CikAB. 2, 734-739 still explains this raga, he quotes SarnSF. an 
E | dndhali raga, which 15 also connected with the madhyama 
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jati, is already defined MBrh. p. 123, ll. 16-19: rsabha яра panca- 
manta vijneya sadjadurbala | msddakd kaliru pa kartavyd sa tu 
nityasah || sidhdvanakyta hy esd vibhasd gitavedibhih | атай (? 
read: dandhali, cf. MBrh. p. 124, 1. 2) vtsrutd loke kinnara nām ca 
vallabha ||, "It has rsabha as dominant (айра = amsa; сі. Ghosh, 
Transl. П, p. 5, n. (22)§, one should know, and paficama as final 
note. Its sadja is a weak (ie. rare) note. It should always be applied 
in that form which contains а kakali ni (c sharp). This vibhasa 
(ie. а secondary derived mode) is made overlapping (sa dharana 
ie. a mode containing overlapping notes, such as kákali ni and 
antara ga) by the song experts. In common practice (loka) it 1S 
well-known as dndhdli, which is dear to the Kinnaras (mythical 
beings and celestial musicians like the Gandharvas; cf. comm. 
Datt. т)”. This description is illustrated by a music example 
(wdáharana). 

ParéSS. 3, 36-38 explains ándháli: vibhdsdndhalikd prokta jata 
málavapaficamát || 36 || brhati dakstnatyottha gahinà madhyama m- 
баһа | sádava sad jamandra ca таһафа mandramadhyabhák || 37 || 
paiicamanydsasamyukia rase vire niyujyate |, “The vibhasá ándhà- 
Ва is said to have originated from the málavapaficama тара (36). 
А mighty one, which springs from the daksindtyd [bha sa) which 
is without ga, which has madhyama as dominant, which is hexa- 
tonic, which has sadja as [limit of] the low register, of which [the 
notes} ni and dha are rare notes, which belongs to the low and 
middle registers (37) It is furnished with pancama as final note 
and it is applied in the heroic sentiment”. 

SàrhSR. 2, 2, 152 calls àndháliká a vibhdsd (secondary derived 
mode) of the daksindtyd raga, which, according to SarnSR. 2, 2, 
151, is a bhdsa (derived mode) of the тара mentioned before (ie. 
Suddhaparicama) This parent mode suddhapañcama is defined 
SamSR. 2, 2, 148-149: тааһуатафайсата ҙйіаһ kákalyaniarasam- 
yulah || 148 || paticamamsagrahanydso madhyasaptakapancamak |, 
“Springing from the madhyama and paficami [jatis], it is furnished 
with kakali [ni] and antara [ga] (148). It has paficama in the function 
of dominant, initial note and final note and a paficama in the 
middle register’. The vibhasá andhalika, which bas the same domi- 
nant, initial note and final note, is defined SarmSR. 2, 2, 152-153: 
paricama mSagrahanyasa nyalbá bhürilarasvará | 152 || taradha 
mandrasadja са dhápanyásà gavarjità | viyuktabandhena geyd Sart 
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gadevena kirtità || 153 ||, “It has paficama as dominant, initial note 
and final note. [ts ni is a rare [note], while the other notes are 
prevalent (152). It has dha in the high register, sadja in the low 
register, dha as secondary final note, while being deprived of ga. 
It should be sung by somebody whose bonds are detached. It is 
mentioned by Sàrhgadeva (153). The description is illustrated 
by a music example consisting of an ара (instrumental prelude) 
and a ru paka (an instrumental part of а raga composition)”. 

KuSR. 2, 2, 1, 890 defines the dudhdli raga as follows: файсате 
dakswnatya уй vibhdsa "ndhálikà тай | файясата msagrahanydasa 
nisádálbatayá уша || 890 || bhiiritdrasvard tà vadhaivatà mrdusád jika 
| sdpanyasa uthina са gandhareneti sddavd || niyuktanidhane geyá 
yasttkena prakirtsta || 891 ||, “That one which is considered to be 
the andhalika vibhàsá of the dá hsinatya [bhdsd] in the файсата 
(тара) has райсата in the function of dominant, initial note and 
final note. It has rareness of nisada (890). Its notes of the high 
register are prevalent. Its dhaivata belongs to the high register, 
whilst its sadja belongs to the low register (mrdu may here Бе ап 
equivalent of sandra) It has sa as secondary final note; it lacks 
gāndhāra; it is hexatonic. It must be sung, when the end (conclu- 
sion) is fixed”. 

The same raga is defined once more KuSR. 2, 2, 3, 56-57: Suddha- 
фатсатаҙа Ваза daksinatya фиғоййа | tadiyam amgam andhali 
táradhá gavarjitá || 56 || faficama msagrahanyasa bhü yisthar;sabha- 
файсата | dinádaw gtyate kale $ucau šucirasojjualá || dhitmravarna 
kronavasrà. ратат ѕатира ғйа || 57 ||, "In ancient times called 
dáksinátyd, a bhasd springing from the fuddhapaficama [raga], of 
that the andhali is a derived mode, which has dha as а note of the 
high register, and which lacks ga (56). It has рапсата as dominant, 
initial note and final note. Its rsabha and paficama are prevalent. 
It is sung at dawn, in the hot season, beautiful from its holy emotion 
(rasa), having a purple colour, wearing a black garment, restmg 
on *. : 

4, т 20 mentions ¿mdolí (for the different re adings of 
andhali see CikAB. Appendix IV, no. r) among the ragas to be 
derived of the Фра mela. According to RámSM. 4, 16- 17 this 
parent scale consists of the following notes: suddha > ç c 
гі, sidhdrana ga, $uddha ma, &uddha ра, paficasrutt 4 p 
kaiśika ni, ie. deff+ ga bfc", which may be equated with the 
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following modern notes: defgabc or transposed: c d e' f g a bh. 

VenkCP. 5, 89-90 explains dndhali as follows: migalopad auduvo 
"уат andhdliradga irttah | 89 || melah $rira gamelasya kathyate gita- 
vedibhih |, "Which is pentatonic due to the omission of ni and ga, 
that one is called the 221/21 гара (89). The song experts say that its 
scale belongs to the $rirágamela". Cf. САКАВ. 2, 1010-1011. 

TulSS. p. roo connecting @ndhalt with the kambhojt mela, says: 
kémbhojimelasamjdateyam ándháli dhavar pita || sàdavà sagrahanyásá 
sdyamkdle pragiyate|, “The дпаһлай springs from the ka mbhoji 
»nela; it lacks dha, is hexatonic, and has sa in the function of initial 
note and final note. It is sung in the evening". This 29452 lī, how- 
ever, lacks the traditional characteristics. In the lists of modern 
ragas we do not find this raga any more. The malhári and malhara 
тараз, however, which were the updvgas (secondary ragas) of the 
апала & raga, are still used in the present time. 

SàrnSR. 2, 2, 154 defines the malhari raga: malhári tadupangam 
syad gahinà mandramadhyamd | pafamámsagrahanya ѕа $rngare 
юайа таға || 154 ||, "The malhári (тара) is ап ира яға (secondary 
гара) of the [raga] mentioned before (ie. àndhali) It lacks ga and 
has madhyama іп the lower register. It has райсата as dominant, 
initial note and final note. It is considered to be played in the 
erotic sentiment". Cf. CikAB. 2, 900-9or. 

Compare also KuSR. 2, 2, 3, 98-99: vibhasándhalikà уа іш malhári 
tatsamudbhavah | файсатат<арғаһапуаза татапаға gasvaroj jhitá || 
98 [асуд mukhyarase kale varsásu suravallabhd | sàrngadevas tv 
блат ahopangatve 'isamifatah || 99 ||,“ Andháliká being a secondary 
mode (vibhasá) the mathdari [raga] originated from that [raga] 
It has paficama as dominant, initial note and final note, ma as 
[limit of] the low register. It lacks the note ga (98). It should be 
sung in the first sentiment (ie. love) at the time of the rains, 
being dear to the gods. Sarngadeva mentions it. It is close at hand 
in its appearance of нфапра (099)”. 

The malhára raga is defined SamSR. 2, 2, 155: ándhályupá ярат 
malhárah sad japasicamavar jitah | dhanyásámsagraho mandragándhà- 
ras 14 rasaptamah || 155 ||, "The тайата raga is ап upāñga of the 
andháli (тара) It lacks sadja and paficama. It has dha as final 
note, dominant and initial note. It has gindhdra in the low register 
and піѕада in the high register’. Cf. CikA B. 2, 902. 

Compare also KuSR. 2, 2, 2, 152 describing the malhdra raga: 
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dhamSagrahanydsayuto gamandrah sapasicamábhya m rahito nidiptah 
| апаһйуира прат jaladasya kale malháranámá kila sadjaga nah 
|| x52 ||, "Being furnished with dha as dominant, initial note and 
final note, having ga as [limit of] the low register, being deprived 
of sa and pa, having ni as а note of the high register (а may 
be an equivalent of tāra here), it is an ира nga of andhali, appearing 
at the time of the rainclouds, called mathdra, having sadja as its 
gana (cf. comm. Datt. 48, jati and raga, pp. 175 1)”. 

RàmSM. 4, 15 mentions malha vi among the тараз to be derived 
from the mdlavagaula mela, which, according to RamSM. 4, 11-12, 
consists of the following notes: Suddha sa, Suddha ri, cyutamadhya- 
ma ga, $uddha ma, pa and dha, cyutasadja ni, i.e.: def** g abc* 
or іп the modern system: de? ft ga b° cf. 

RàmSM. s, 38 calls malhārī a pentatonic raga lacking ga and пі, 
whereas the malhari raga of бага5К. and KuSR. is а hexatonic 
rig lacking ga. RamSM. mentions dha as dominant, initial note 
and final note, a characteristic, which, according to SaroSR. and 
KuSR, belongs to the malhara raga. 

In the system of бот КУ. mallāri is an important mela, described 
p. 244, Table 2, no. 18 as a scale which has dha in the functions 
of dominant, initial note and final note, which lacks ga and ni 
and which consists of the following notes: Suddha sa, tivratara п, 
mrduma ga, Suddha ma and pa, tivratara dha, mrdusa ni, 1.е.: 
det f'^gab* c** or, in modern notes: de ёраб ct. А 

VenkCP. 5, 92 defines malahari as follows: khyata malahari 
gaulamelajata nilopatah | sádavatvam gata pratar gr(read: g)átavyd 
gitakovidath ||, “The (тара) called malahari, springing from the 
gaulamela, lacks ni. Having taken an hexatonic form, И should be 
sung by the song experts in the early morning". According 0 
VenkCP. 4, 121-122 the gaulamela contains the following notes: 
éuddha sa and ri, antara ga, $uddha ma, pa and dha, kakali nj, 1.e. 
def*gabc or, in modern notes: de'ffgabc*. 

The malhári mentioned DamsD. II, rro-ii resembles the 
malhdra тара of SamSR. 2, 2, 155 and KuSR. 2, 2, 2, 152, i 
it is described as a pentatonic raga lacking sa and ра, having dha 
in the three functions, whilst it is also said to give Joy during the 
rains, DamSD. II, 18 and 38 mallari is mentioned among the 
‘wives’ of the тара megha, which is also a raga of the rainy post 
DàmSD. II, 21-22 indicates the early morning as the time whic 
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is fitted for the malhdri and megha тарас. According to DamSD. 
II, 43 following the system of the Карагпауа (anonymous treatise, 
written before 1363 A.D.; cf Gangoly, Ragas & Raginis, pp. 
35 Í.) meghamallüriká belongs to the raga тайата. 

The connection of the megha raga—which is already defined 
SamSR. 2, 2, 164 as a raga which has dha in the three functions, 
like the жалаға of SarmSR. 2, 2, 155—and the malhára raga 15 
explained SriRT. 7, 40:... malháro varsdsu sukhaddyakah || yato 
varsásw тар “уат megha tt prakirtitah, “Тһе malhára тара gives 
joy during the rains. Because this гара [is sung] during the rains, 
it is called ‘rain-cloud’ (megAha)". According to SriRT. 7, 40 however, 
the malhára raga has sadja in the three functions, while ga and пі 
are lacking. The smalhári, however, is described SriRT. 7, 4r: 
paurimelasamudbhita таат mnisvarojjhita | drohane райна syat 
sad jádisvarasambhavá |, “Springing from the gaurimela, malhart 
lacks ni In the ascent it lacks ga. It produces sa and the other 
notes". 

TulSS. p. 86 describes malahari as а тара which springs from 
the »álavagaula mela. This mela contains, according to TulSS. p. 79, 
the following notes: $uddha sa and ri, antara ga, $uddha ma, pa 
and dha, kakali ni This mdlavagawla mela is similar to the рана 
mela of VenkCP. 4, 121-122 (see above) Even with regard to the 
other characteristics of this rága TulSS. follows VenkCP. 

In the system of Bhatkhande the ragas meghamallda va, sáramallá- 
ға, ramadas тайата, nata malldra, mira bat ki mallára, caraj kt 
mallára, camcalasas mallára, dhüliyà mallàra, and ти pamamjarī 
тайата all of them belong to the kaphi that (= mela) which 
consists of the following modern notes: cde*fgab* (cf. Bhát- 
khande, Kramik Pustak Malika, Part 6, pp. 8 and 119 f.). 

According to Pingle, History of Indian Music, Table r, no. 3 
megha or sur-malhár consists of the following notes: cdfga; 
miki or Tansen’s malhára, no. 12 of Table 2: cdfga* b and 
descending: cbb* agfe'd; gound-malhar, no. 5 of Table 3: 
cdfgaand descending: cagfed c. Cf. Fox Strangways, Table 
of Rags, pp. 150-151, no. 4, col. 3, megha containing the notes 
cdfga; по. 13, col 4, mallár: cdefgab*b; no. 20, mydcha 
тайата = miáki = Tansen’s malhára; cde’ (e)fga bb. In 
these modern malhdr тара the third (ра = e) and the seventh 
(ni= b) аге the notes to be omitted, as in the traditional malhari. 
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Cf. SárSR. 2, 2, 154; KuSR. 2, 2, 3, 98; RamSM. 5, 38; бол ЕУ. 
p. 24 Table 2, по. 18; VenkCP. 5, 92; SriRT. 7, 40-41; TulSS. 
p. 86. 

It is interesting to notice, in a modern тара, some of the ancient 
characteristics, such as the omission of the notes ga and ni, which, 
as we have mentioned before, were already lacking іп àndhalr, the 
parent raga of malhára, іп dá ksinátyá, the parent 0%454 of апада, in 
Suddhapaticama, the parent raga of då ksindtyd and іп the snadhyamá 
jāti, which is one of the two parent modes of the suddhapasi cama 
rága. 


79. madhyamodicyava jati. BhN. 28, 142 (Bombay ed.) 
defines the madhyamodicyava jàti as briefly as Dattila: 
madhyamodicyava ya's іш файсато 'msah prakirtitah | $еѕо vidhts iu 
kartavyo gàndhárodicyava m gatah |, "In the madhyamodicyava 
Jàti the ата is райсата. The rest of the rules is similar to those 
of the gándhárodicyava " (Ghosh, Transl. II, р. 27, ch. 28, 131). 
MBrh. 266-267, p. 77, ll. 12-17 adding a few lines to this defi- 
nition, says: fafcama т54 sada фита madhyamodicyava тайа | 
laksma Sesam  vijániyàd ра ndhárodicyavágatam || 266 | madhya- 
mádir mürchand ѕуйі 141485 caccatputo matah | caturthasya preksanake 
(?) dhruva yam viniyojanam || 267 |  азуа madhyamo nydsah. 
Sadjadhawatav apanya sau, "The madhyamodicyavà аі) is con- 
sidered to have paficama as dominant and to be always complete. 
One should understand the other characteristics in the same way 
as in the ра ndhárodicyava Пай) (266). Its msürchanaá starts with 
madhyama. The metre is considered to be caccatputa. It should be 
applied in the dhruua Tsong] in the fourth act (267). Madhyama 
is its final note. Sadja and dhaivata are its secondary final notes". 
This description together with the following music example (MBrh. 
р. 77, 1. 18-р. 78,1. 2) is quoted ЅагаЅК. r, 7, 99-100 and pp. 249 f. 
Sàrngadeva may have added the words to Matanga s music lines. 
For the transcription of these lines see music ex. по. 18A. СІ. 
SamsR. vol. I, pp. 249 f. (music ex. no. 18B); TulSS. рр. 53. 
KuSR. 2, r, 4, 290-293 explains the madhyamodicyavá яа а5 
follows: madhyamodicyavdjatau файсатаѕуа grahamisata | ny sas 
tu madhyamah prokto "tanya sau sad jadhawatau |р901 nsty r 
57714 iv азуат madhyamádikamürcchaná | talas L. уш 
Баја} бойаба irtitah || 291 || viniyogah preksane 'syd$ caturthe ‘tra 
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dhruva vidhau | coksasádavakándhálhidesirágás tu darsitah || 292 || 
rasau Syngarahasya Алуан gaditau brihivibhujà | ga ndhárodicyavávat 
ѕуйс chesalaksanam айа tu || 293 |, "In the madhyamodtcyava 
jati райсата is the initial note and the dominant. Madhyama 15 
called the final note. Sadja and dhaivata are the secondary final 
notes (290) Traditionally, it is always complete. In this [jati] the 
mu rcchana starts with madhyama. Caccaiputa is the metre and 
sixteen alas are mentioned (291). Its application [takes place] 
in the fourth act, during the performance of a dhruva-song. The 
coksasadava, ándháli and dest тараѕ are shown here (292) Тһе 
sentiments, called love and mirth, are mentioned by the king 
(ie. the author himself) The other characteristics are like (those) 
in the gándhà rodicyavà jati (293). For the different readings 
of the following music example, KuSR. 2, I, 4, 294-302 borrowed 
from SamSR., see music ex. no. 18C. 

For the explanation of the ragas noticed in this jati we refer to 
comm. Datt. 78, madhyamá jàti, since this raga is connected with 
the same ragas. 


80-81. paücami jati. The paricami jati is defined BhN. 28, 
143-145 (Bombay ed.): duãv ansáv айа фаЯсатуа rsabhah райсатаѕ 
tatha | заттзайау apanydsau myása$ caivatra patcamah || 143 || 
madhyana yan іш kartavye sddavauduvite {айа | daurbalyam сауа 
vijfieyam sadjaga ndharapancamath || 144 || kuryád asyám са sam- 
caran pancamasya risabhasya са | ga ndhàragamanam caiva karyam 
alpas ca saptamah || 145 ||, "The paficami [jati] has two dominants, 
rsabha and paficama. These two [notes] together with nisada are 
the secondary final notes. Paficama is the final note (143). Hexa- 
tonic and pentatonic are produced in the same way as in the ma- 
dhyamƏja [jati]. By sadja, gandhara and paficama (the Baroda edition 
28, 125 mentions madhyama instead of paficama), one should 
know, there is rareness (144) One should practise in this [jati] 
coming together of райсата and rsabha. One should also apply 
a movement towards gandhàra. The seventh [note] (ie. nisada) 
is rare (145)”. Cf. Ghosh, Transl. II, p. 27, ch. 28, 132-134. 

MBrh. omits the description of the pavicami jati. He only mentions 
a few characteristics of this jati in verses 219-220, which, however, 
are nothing but an incorrect reading of Datt. 80-81. 

SamR. т, 7, 73-75ab defines this jati: пра» атаи іш файса- 
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туйт sagamah svalpakad та | rimayoh samgatir gacchet purnatve 
gan ntisadakam ||73 || kramad gena meablyam ca sadavauduute 
mate | rsabho ‘mSas tv auduvitam dvesty astaw ca kala matah ||74 || 
mürcchaná "di tu piirvavat preksanam tu trtiyakam | азуат фаЯса- 
туйт файсато nyasah. rsabhapancamanisada афапуа за h. coksa- 
parcamadesyandhdlyo d;r$yante. asyah prastarah—, “In the файсаті 
[41] ri and ра are the dominants. Sa, ga and ma are considered 
to be rare notes. There is coming together of ri and ma. In the 
complete form one may go from ga to ni (73). Hexatonic and penta- 
tonic are considered to arise from [omission of} ga and [of] ni and 
ga, respectively. Rsabha in the function of dominant conflicts with 
the pentatonic form. There are eight kalas (74). Тһе murcchana, 
etc. is as has been mentioned before. The act [in which it 1s applied] 
is the third one. In the файсат [jàti] райсата is the final note. 
Rsabha, paficama and пізада are the secondary final notes. The 
coksapan сата, desi and dndhalt (тара) are noticed. Its representa- 
tion is as follows: ...". For the transcription of the following 
music example, which illustrates this description, see music ex. no. 
19А. Cf. TulSS. pp. 42 f. 

Cf. also KuSR. 2, І, 4, 256-261: райсатуйт ін grahàv amsau 
proktav rsabhapaficamau | apanyasa h suarah prokia nisa darsabha- 
paficamáh || 256 || пуйзаһ syat файсатаѕ tatra gasya за davahetuna | 
ganyor auduvakarttvam samagah svalpaka mata hi | 257 1194 тауоһ 
батрайһ karya purnaive gan nisadinam | manag vrajed auduvitam 
rsabhamésena cepsitam || 258 || astaw kala vinirdiştã rsabhadikamu- 
ғссһапа | rasáv api са sanvproktat hasyasynga rasamyriakau || 2 59 || 
tàla$ сассаіриіо jn eas Lrtiyaprehsame bhavet | 92060 Ағила ga ne 
desi cándhalikà tatha || 260 | coksapaticamaragas са prastaro sya 
athocyate |, "In the pañcami [jati] rsabha and ралсата are called 
the initial notes and the dominants. Nisada, rsabha and paficama 
are called the secondary final notes (256). Pancama Б the final 
note. On account of [omission of] ga there is hexatonic. tenta 
is caused by omission of ga and пі. 5а, ша апа ga аге Беін 
to be rare (257). Coming together of ri and ma should me 
Іп the complete form one should merely go from ga 5 к. a 
Pentatonic is wanting, when rsabha 15 dominant (258). 15% 

: 7 i ith rsabha. [The senti- 
halás are indicated. The тйғссһата starts with rs indes 
ments] called mirth and love are said to be its sen n s H 
The теге, one should know, is caccatputa. Its apphcation 
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place] in the dhruvā-song in the third act. Desi, dndhals and co- 
ksapasicama are its тараз (260). Its representation is as follows: 
...". For the different readings of the following music example, 
KuSR. 2, 1, 4, 261-265 borrowed from SamSR. to illustrate his 
description, see music ex. no. 19В. 

Of the three тара, which, according to SarnSR. 1, 7, 74; KuSR. 
2, X, 4, 260-261; TulSS. p. 42, are connected with the файсаті 
jiti, desi has been explained comm. Datt. 65 and ándháli comm. 
Datt. 78. 

The coksapaficama or fuddhapafcama is defined SàrnSR. 2, 2, 
148-150: madhyamapaiicamijatah Ка kalyantarasamyutah || 148 | 
paficamamSagrahanyaso madhyasaptakapancamah | hrs yakàmürcha- 
nopeto geyah kamadidaivatah || 149 || са rusamcarivarnas са 
grisme "hnah prahare 'grime | $rngárahásyayoh samáháv avamarse 
prayujyate || 150 ||, “Springing from the madhyama and pañcami 
[jatis], it is furnished with kakali (пі) (c sharp) and antara [ga] 
(f sharp) (148). It has paficama as dominant, initial note and final 
note. It has а paficama in the middle octave. It is furnished with 
the mu дала hrsyaká (which starts with pancama) It should be 
sung to please the god Ката (god of love) and others (149). It has 
the lovely unstable one (samcárin, cf. comm. Datt. 98-99) as 
varna. It is applied in summer, during the first prahara (period of 
three hours) of the day, in the erotic and comic [sentiments], in 
the ‘juncture’ (samdhi) [called] pause (avamar$a) (150). This 
rága description is illustrated by a music example, which consists 
of an йара (instrumental prelude), a karana (instrumental part of 
а raga composition) and an ēkşiptikã (vocal part of a raga compo- 
sition). 

KuSR. 2, 2, І, 203-206 describes this raga as follows: madhyama- 
paticamijatssamjatah kakaliyutah | antarasvarasamyukto virama- 
ficitaparicamah || 203 || madhyasaptakasamsthanapaticamamSagrahas 
tathà | hirsyaka mürcchanopetah kámakámádidaivatah || 204 || prasan- 
nádtviblit sas са bürnah samcártvarnavàn | sad jápanya sasam yukiah 
svalpadvisrutikah | svarah || 205 || viniyukta тан grisme prahare 
уазағайіте | $rnügarahásyayor esa rasayor avamaríake | sandhaw 
natakasambandhe suddhapaicamasamjfakah || 206 ||, “Springing 
from the жайһуата and the pañcamī jatis, it is furnished with the 
kakali [ni] and the antara note [ga] having the curved (adorned 
with grace notes?) райсата at the end (203), while the paficama, 
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which stands in the middle octave, is its initial note and dominant. 
It is furnished with the m#tircchand hrsyakd, being dear to Kama 
and the other gods (204). It is adorned with the prasannddi [grace] 
(a special alamkava, cf. comm. Datt. ror). Being a complete raga, 
it has the unstable one (samcãrin) as varna (cf. comm. Datt. 98-99). 
It has sadja in the function of secondary final note. Its notes of 
two Srutis (i.e. ga and ni) are rare (205). It is applied in the summer 
season, in the first prahara of the day, in the erotic and comic 
sentiments, in the juncture pause (avamar$a) which is connected 
with drama. [This one] is called $uddhapasicama (206). 

When CikAB. 2, 888-890 describes it, he quotes SamSR. 2, 2, 
148-150. The following quotation (СІКАВ. 2, 891-892ab) does not 
refer to this raga, as it explains a quite different файсата гара, 
springing from the sadjodicyava 1811. This description may have 
been based on some incomprehensible lines of MBrh. p. 86, ll. 5-6. 

From the description in KuSR. we may derive the scale of the 
$uddhapaiicama raga, consisting of the following notes: de ft g a— 
bcf (based on the scale of the madhyama grama with the lowered 
pa (а-), since its parent modes, madhyama and файсата jati, 
belong to that grama), which шау be equated with the following 
modern notes: d e f* g g** b* сё or, transposed: сӣ? e 1 Ë а? b. 

The modern faficama, however, is based on the following scale: 
cefffgab (cf Fox Strangways, Table, no. 8, col 3) or, ой the 
scale cef*ga b (Pingle, Table 1, no. 26). In Bhatkhande 5 system 
файсата raga belongs to the тағам scale, which contains the 
following notes:c d’ef*a b. | 
"IBI наа. Kramik Pustak Malika, Bhàg 6, p. 87 f. describes 
файсат тар as follows: райсат тав тағуа that se pipa sa hat. 
iske do prakdr pmcár men haiñ. ek файсат шағ! (са dav) va se a 
sampürn, ye donon prakar lalitang ke һай. arthát donon mad эше 
ka prayog dono hi тей hota hai, "The raga paricama Springe rom 
the mdrava scale. Two kinds of it are in practice. The first one 
lacking paficama is hexatonic, the second опе complete. pe 
two kinds are derivatives of the lalita rāga. That is to say, 
madhyamas are used in both of — рее таратар 

Bhatkhande, Samgita Sastra, Hin т 
Bhag 3, Hatiras 1056, р. 306, ll. 21-22 says: = йбн 
lagühar visabh chodte hat, “If one uses the two ma DENT Pusi 

и E n оа: koi risabh aur pancam yah dono 
may omit rsab Iv” and ll. 2223: : 
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svar varjit тате haiñ aur koi keval rísabh chodte haiñ, "Some 
people regard the notes ri and pa as [notes to be] omitted, and 
some people omit only ri." 

Bhatkhande, Samgita Sastra, Bhag 3, p. 313, ll 2-3 draws the 
following distinction between the фаЯсата and the (а афһайсата 
гара: lalit файсат тей dhaivat komal lagate hain aur pancam тей 
tivra, "In the lalita файсата raga they use a flat (komal dha), in 
the файсата raga a (tivra dha)”. The тара ¿alat of Fox Strangways, 
Table, no. 42, col. т contains the following notes:cd* ef ff a? b. 
Cf. Popley, The music of India, p. 61, lalita. This scale is identical 
with the scale of the above mentioned $wddhapafsicama raga de- 
scribed іп KuSR. 

In Sarügadeva's times the lalita and файсата тараз were not 
connected with each other, because their modal origin was different. 
While the suddhapaficama raga sprung from the madhyama and 
paicami jatis, the prathama (first) lalita (cf. SarnSR. 2, 2, 174) 
was а bhasa (derived mode) of the ¢akka тара, which sprung from 
the sad jamadhyamá and dhaivati jatis (сі. SammSR. 2, 2, go) and the 
dvitiya (second) lalita (cf. SarhSR. 2, 2, 176) was derived from the 
bhinnasadja тара, which sprung from the sadjodwcyavati jati (cf. 
SarnSR. 2, 2, 79). 

When the mela (scale) system came into use, the ragas were 
arranged according to their scales. In this way ragas, which had a 
different modal origin, might belong to the same mela, only because 
their scale was similar. In the same way боп КУ, p. 246, Table 3, 
regards both файсата raga (no. 18) and suddhalalita (no. 20) as 
ragas belonging to the malavagauda mela. This $uddhalalita described 
as a гара, which has sa in the function of initial note, dominant 
and final note and which lacks pa (сі SomRV. p. 246, Table 3, 
no. 20) resembles the prathama lalita, described SarnSR. 2, 2, 
174-175 as а гара, which has sa in the three functions and which 
lacks ri and pa. Since prathamalalita is derived from the takka 
raga, its scale may be similar to the scale of takka raga, which 1s 
described SamSR. 2, 2, go: sadjamadhyamayá srsto dhaivatyá 
calpapancamah | takkah sám$agrahanyádsah kā kalyantararajitah ||, 
"Created by the sadjamadhyama and dhaivati [а], takka has a 
rare paficama; it has sa in the function of dominant, initial note 
and final note, and is adorned with kakali [ni] and antara [ga]. 
Thus the scale of takka raga and prathama lalita consisted of the 


СОММЕМТАКҮ 289 


following notes: def*gabc* (with a, ie. the райсата of the 
sad Јавтапа, since the parent modes of the takka raga, sad jodicyava 
ар pow belong to that ртата). These notes may be equated 
wi е tollowing modern notes: » ft b ct : 
od? ef gari E de’ ft gab? cf or, transposed: 

The pañcama, described SomRV. p. 246, Table 3, по. 18 as a 
тара which has pa іп the three functions, and which lacks ri, 
resembles the $uddhapaficama of SárñSR. 2, 2, 148-150 and KuSR. 
2, 2, I, 203-206 (see above), which consisted of the following notes: 
deffga—bc* (with a—, ie. the райсата of the madhyamagra- 
ma), ie. the following modern notes: d e f? gg? b’ cf or, trans- 
posed: c d* e f ff а? b. 

The difference between the scales of $uddhafaiicama and prathama 
lalita (< takka) is caused by the two different райсатаѕ. The 
malavagauda scale (mela), which, according to SomRV. p. 246, 
Table 3, is the basic scale of both фаЯсата and Suddhalalita raga 
(the equivalents of the ancient Suddhapaficama and prathamalalita), 
consists of the following notes (cf. SomRV. pp. 244f., Table 2, 
по. 9): Suddha sa, $uddha ri, mrduma ga, $uddha ma, $uddha ра, 
$uddha dha, mrdusa ni, ie. def*gabc* or, in modern notes: 
de'ffgab?c* and transposed: cd'efga*'b. TulSS. p. 87 
also states that lalita and файсата were based on the malavagaula 
mela. 

From TulSS. p. 87, ll 7-8 it appears that this lalita was indeed 
the ancient prathama lalita, derived from the fakka raga. 

The файсата тара, however, is described TulSS. p. 87 in a differ- 
ent way. It is called фйтла (complete) файсата here, though at 
the same time, it is said to be hexatonic due to the omission of ni. It 
has sa in the three functions, while the ancient Suddhapancama had 
pa in the three functions. 

TulSS. р. 109, ll. 6-7 also mentions а lalitapañcama, which being 
complete is based on the vasantabhairavi mela, and which has sa 
in the function of initial note and final note. The basic scale vasanta- 
bhairavi is described TulSS. p. 108 as a scale consisting of the 
following notes: Suddha sa, &uddha ri, antara ga, Suddha ma, 
éuddha pa, śuddha dha, kaiéika ni, ie. def" g a b c+, or, in modern 
notes: de^ ff ga b^ c, and transposed: c d'ef g a> b. | 

SriRT. 7, 65 mentions а pancama raga, which lacks pa and пі, 
and has a tivra ра (= Ё or transposed e) and sa as initial note, 

19 
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ша as dominant and final note. SriRT. 7, 33 describes a lalita raga, 
which springs from a gaurtra ga, lacks райсата and sa as dominant 
and initial note, ma being its final note. From SriRT. 7, 19 it 
appears that this gaurt тада had the same scale as the above 
mentioned malavagaula, that is to say: sa, komal ri, бута ga, ma, 
pa, komal dha and tivra ni, which may be equated with the modern 
notes: de? f g a b^ с? or trans posed: c dhe f g a’ b. 


82-83. gàndhàrapaficami jàti. The gandhárapaücami jati 
is defined BhN. 28, 146-147: atha gàndhárapancamya h файсато 
mah prakīrtitāh | файсата ca rsabha$ catva apanyásau prakirtitau 
|| 146 || ya sa$ саба іш ga ndhàrah sa ca fürnasvaro bhavet | gandha- 
rapaficama blyyám са samcáro "tra vidhiyate || 147 ||, "In the gandha- 
тафайсаті [її] paficama is called the dominant. Рапсата and 
rsabha are called the secondary final notes (146). The final note 
in this jati is gindhara. It is complete as to its notes. In this ай 
the coming together (samcára) is fixed on gandhdra and райсата 
(147) . Cf. Ghosh, Transl. II, p. 27, ch. 28, 135-136. 

BhN. 28, 146 refers to a coming together of notes, while MBrh. 
and SamSR. mention a coming together of jatis, which is more 
comprehensible, since the characteristics of both the gandharnt 
and the файсаті jati come together in this jati. For instance: 
paficarna, опе of the two dominants of the файсата jati, is dominant 
in the ga'ndhárapaficami Jati too; gandhara, the final note of the 
gandha rt jàti, is final note in the ga ndhárapaficami jati too. Datt. 
83 mentions coming together (заката) among the characteristics 
which, as he states, have been mentioned before, and which should 
also be observed in the ga ndhàrapaficami jati. 

MBrh. 270-272ab and p. 79, ll. 1-2 defines the gándhárapasicami 
jati as follows: ато gandhdrapan сатуіт файсатаһ sangatih 
punah || 270 || kartavydtrapi ga ndháripascamyor iva suribhih | 
caccatputah зойа5а tra kala gadi$ са miirchand || 27x || twryapreksa- 
nasambandiudhruva ва ne niyojanam | азуат gandharo nyásah. rsa- 
bhapafcamáv apanydsau. prastarah—,‘In the gándhà rapancamt 
Jati paficama is the dominant. Coming together (270) of gandhart 
and pañcamī should be applied by the experts. Caccatputa [is the 
metre]. There are sixteen kalds. The mürchaná starts with ga (271). 
Its application [takes place] in the dhruvd-song connected with 
the fourth act. In this [jati] gàndhára is the final note. Rsabha 
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and райсата are the secondary final notes. Its representation is as 
folb ws:...’’. For the transcription of the following music example, 
which illustrates this description, see music ex. no. 20À. Cf. Sàm SR. 
I, 7, 103-105ab and vol. I, pp. 257 f. who borrowed the description 
together with the music example of this jati from MBrh. adding 
words to the music lines. For the transcription see music ex. no. 
20B. Cf. also TulSS. pp. 55 f. 

KuSR. 2, I, 4, 303-306 describes this játi as follows: jatau 
ga ndha rapancamya m paricamo ‘mso graho, тран | apanyásau са 
gandhare nyasanam samgatih punah || 303 || gandha ripaficami játyor 
fira pi vidhiyate | tála$ caccatputo jñeyo mürcchanà gadtka mata 
|| 304 || kaláh sodasasamkhya ka bhavant:, vinsyojanam | caturtha- 
preksane gane dhruva yam parikirttitam || 305 || Ad syasrnga rakarunás 
tasyam ca тазаһ snriāh | prastāro ‘sya yathásd stram фатрагуа 
viracyate || 306 ||, “Іп the gándharapancami jati pancama is the 
dominant and the initial note, ri and pa are the secondary final 
notes, gandhara is the final note. Coming together (303) is fixed 
in this jàti like in the gándhári and pancami (jatis]. The metre, 
one should know, is caccatputa. The murcchand is considered to 
start with ga (304). There are sixteen halds. Its application is said 
to take place in the dkruva-song in the fourth act (305). Tradition- 
ally, mirth, love and pity are the sentiments in this зані. Its repre- 
sentation will be produced according to the sacred books in [due] 
order". For the different readings of the following music example, 
KuSR. 2, 1, 4, 307-314 borrowed from SarnSR. to illustrate his 
jati description, see music ех. no. 20С. 


84. àndhri jati. The andhri ДАН is defined BhN. 28, 148-150 
(Bombay ed.): rsabhah pañcamaś сайа gandharo ‘tha nisddavan | 
catváro "т%4 bhavanty dndhryam apanyasas ta eva tu || 148 || кай 
vas са Матен nyásah sad jopetam са sadavam | ga ue ауо 
capt samcáras іш parasparam || 149 || saplamasya ca J Lie 
луй gaty anwpürvasah | sad jasya langhanam eia ped j 2 
"Rsabha f andhara and nisada 

йт sada || 150 ||, "Rsabha, рапсата, Е 

the four dominants in the andhri Пан). They are also ра меа 
final notes (148). Gandhara is the final note. The hexa 21. > 
depends on [the omission of] sadja. There 25 а a TES o 
gandhara and rsabha (149). Skipping over (? туй5а?) of th aia 
nde] (фе. nisida) and of sadja (the Baroda ed. 28, ІЗІ 
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sastasya, “of the sixth note", ie. dhaivata) takes place in the 
regular order (ie. the ascent) Skipping over of sadja should be 
applied. There is no pentatonic form at all (150)". Cf. Ghosh, 
Transl. II, p. 27, ch. 28, 137-139. 

MBrh. 272bc-274ab and p. 79, H. 15-16 describes this jati as 
follows: andhryam anga mir[t]gapa rigayor nidhayos tatha || 272 || 
sangatiy nyásaparyantam amsanukramato vrajet | sádavam sadjalo- 
pena madhyamádis ca mu rchaná || 273 || purvavat tu kalátálaviniyo- 
gah prakivtitah | азуут andhryám. gandhavo nydsah. am$a суй- 
danya'sáh. prastarah—, “Іп the andhri (sic) [ай] пі, ri, ga and pa 
аге the dominants (айра = ата; сі. Ghosh, Transl. П, p. 20). 
There is a coming together of ri and ga and of ni and dha (272). 
One may go as far as the final note in the order of the dominants. 
The hexatonic is due to omission of sadja. The mu ғала starts with 
madhyama (273). The application of &alás and metres is said to be 
as [has been mentioned] before. In the andhri [jati] рапаһаға is the 
final note. The dominant notes are the secondary final notes. Its 
representation is as follows: ...". For the transcription of the 
following music example which illustrates this description, see 
music ex. no. 21А. 

This description together with the music example is quoted by 
Sarügadeva, who may have added the words to the music lines. 
Cf. SarmSR. т, 7, 105-107ab and vol I, pp. 261 f. See music ex. 
no. 21B. Cf. also TuiSS. pp. 56-58 and music ex. no. 21D. 

KuSR. 2, I, 4, 315-319 explains the dudhri jàti as follows: 
àndhryám ата grahaš catva catvavas tu surah smrtah | misa dar- 
sabhaga ndhårapan cama h, samgatih punah || 315 || rigayor nidhayor 
55/4, fatrámsá nukramena са | gamanam nydsaparyantam madhya- 
madai са mürcchaná || 316 || ат5а eva tv apanya'sà, nyáso gandhara 
intah | sádavam sad jalopena, gititalakaladikam (?) || 317 || viniyogas 
ca ga ndhārapañcamīvad ihesyate | viraraudrddbhutarasah $rrga ra$ 
сеп Rirttstah | 318 | bharatádimatàd asyáh $rastá rah samvidhi yatel, 
“Traditionally, four notes, viz. пада, rsabha, gàndhàra and 
paficama, аге the dominants and the initial notes іп the a@ndhrt 
[jati]. A coming together (315) of ri and ga and of ni and dba is 
desired (approved). The moVement goes as far as the final note 
in the order of the dominants. The mürcchana starts with madh- 
yama (316). The dominants are the secondary final notes. Gāndhāra 
15 called the final note. The hexatonic is due to omission of sadja- 
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The application of giti, tala and kalds is regarded in the same way 
as in the gándhárapaficami [jati]. The heroic, furious, marvellous 
and erotic sentiments are mentioned (318) Its representation 
is composed on the strength of the opinion of Bharata, etc." 

This phrase suggests that the music example which KuSR. 
borrowed from SarnSR, who himself borrowed it from MBrh., may 
go back to Bharata, though the available editions of the BhN. do 
not contain such music examples of |8415. For the different readings 
of this music example by KuSR. 2, I, 4, 319-326 see music ex. 
no. 2IC. 


85-86. nandayanti játi. The nandayanti jati is defined BhN. 
28, 151-153: nandayantya h kramán nydsas tv apanydso ‘mSa eva 
ca | gándháro madhyamas сайға pañcamaś сей mityasah || 151 || 
sadjenamso langhaniya ándhrisamcára isyate | langhanam rsabhasya - 
ira tac са mandragatam smirtam || 152 || tdragatyd іш sadjah уй 
kadácin nálivartate | ga ndhára$ ca grahah karyas tatha nyasas ca 
nityasah || 153 ||, "The final note, secondary final note and domi- 
nant of the nandayanti [jati] always are gandhára, madhyama and 
paficama in due order (151). The dominant may be skipped over 
by sadja (?? The Baroda ed. 28, 133a is more elucidating: iu d 
lopyas ca langhyas ca, "sadja may be left out and skipped over ). 
Тһе coming together is Шке that іп the ¿ndhrt jati. In this jati there 
is skipping over (?) of rsabha. Traditionally, this takes place in the 
movement in the low register (152). Sadja belongs to the movement 
in the high register. One should not surpass it at any time. Gan- 
dhára must be used as initial note. In the same way It 15 always 
E we "i р. 8o, ll. xo f. explains me nandayanti jati 
in a different way: nandayantyam фаясато 'mso ga Saini т 
grahah smytah || 274 || kaicit tu paricamal prokto m D 
itavedibhih | mandrarsabhasya bahulyam sadavam 544.) opa а! 
: WU i ta ivwad dvigundh kalah | vinvyo go 
|| 275 || Arsyand mu rchana шаһ pu gut 5 құдай 

dhruvagdne prathamapreksane bhavet | 276 l| азат Б 

5 Y i 4 rastárah—, “Іп the 
пуа зар, madhyamaparwama 9 арапуйзан. Р "iif ДЕ кош 
nandayanti [jati] traditionally pancama is the Шалқан кен: 
the initial note (274)- Ву some song experts pes MINCE 
the initial note in this jati. There 15 prevalence o T жг 
register. The hexatonic is without sadja (275). Brsy 
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reading for Arsyakd) is the mw rechana. The metre is like (that) in 
the former ја (ie. @ndhri). There is a double number of kalds. 
Its application takes place in the dhruva-song in the first act 
(276). In this jati gāndhāra is the final note. Madhyama and 
райсата are the secondary final notes. Its representation is as 
follows: ...”. For the transcription of the following music example 
see music ex. no. 22À. 

СЕ SarmSR. т, 7, 107-109 and vol. I, рр. 264-266, who borrowed 
the description and the music example of this jati from MBrh. 
and added the words to the music lines. For the transcription see 
music ex. no. 22B. Cf. also TulSS. pp. 58-60 and music ex. no. 22D. 


KuSR. 2, I, 4 328-332 defines this jati as follows: jafaw tu 
nandayantyam ѕуйі paricamo "т5о grakas tathā | ga ndhá ragrahatà 
cdsyám 5ағғарйауЯазаттайа || 328 || nyáso gándhára eva syat pañ- 
camo madhyamas latha apanydsalaya khydtau, rsabhe mandradesage 
||320|| bá hulyam, sádavam proktam sadjalopena dhimata | talas 
caccalputo jfieyo тяғссһапа afsicamádiká || 330 || dvátrimsad tha 
ca prokiah kalah, sydd viniyojanam | prathamapreksane gane dhru- 
vayih, syt rasa ime || 331 || Srigarahdsyakarunah prastaro ‘syah 
punar yathá |, "In the nandayanti [jati] paficama 15 the dominant 
and the initial note. That gandhara is the initial note, is approved 
by all song experts (328). Gàndhàra is the final note. Райсата and 
madhyama are called the secondary final notes. Of the rsabha 
[note], which moves in the low register (329), there is prevalence. 
Hexatonic is said by the experts to exist by omission of sadja. 
The metre is caccatputa, one should know. The maürcchaná starts 
with paficama. Thirty-two kalàs are mentioned in this jati. Its 
application [takes place] in the dhruva™-song, which belongs to the 
first act. The sentiments are (331): love, mirth and pity. Its repre- 
sentation is as follows; ...". For the different readings of the 
following music example, KuSR. 2, r, 4, 332-346 borrowed from 
SamsSR., see music ex. no. 22C. 

As to the practice of the nandayanti jati KuSR. z, r, 4, 347-348 
states: jatth sydn nandayanty esd pravard sarvajatisu || 347 || 
babháma vedhá visaye yathá 'syà vacas tathodá hriyate yathavat | 
sakyt prayukia bi hi nandayanti yathá vidhi brahmahanam фипай 
11348 |, "The nandayanti jati is the most excellent one among 
all jatis (347). Just as vedha (a mystical name of the letter ш) 
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manifests, with regard to it, in that way the text is duly spoken. 
Even when nandayanti is executed once according to the rules, 
it purifies from the murder of a brahman (348)”. 


87. karmàravi jàti. Bhn. 28, 154-155 (Bombay ed.) defines 
the karmàáàravi jati in a slightly different way: karmaravyáh 
зтуій hy am$à rsabhah райсатаѕ tathā | dhaivatas$ са msadas сару 
apanyásás ta eva tu || 154 | pañcamaś ca bhaven пуаѕо hinasvaryam 
na сака іш | ga ndhárasya visesena sarvato gamanam bhavet || 155 ||, 
“Traditionally, іп the karma ravi jàti rsabha and райсата are the 
dominants. Dhaivata and nisáda are the secondary final notes 
(154). Paficama is the final note. There is no lack of notes in this 
jati. There is а movement of gándhàra in every direction to a great 
extent (ie. gàndhàra comes together with all other notes) (155). 
Cf. Ghosh, Transl. II, p. 28, ch. 28, 143-145. 

MBrh. 268-270ab and p. 78, I. 9-то explains the kārma ravi 
jati as follows: karma ravyám. bhavanty amsa nisddaripadhaivatah | 
bahavo ‘ntaramargatvad anamsáh parikirtitah || 268 || ga ndháro 
'yantabahulah sarvamsasvalra]sangataih | caccatputah | sodasá tra 
halah sadjádimt&irchana h || 269 || Райсатаѕуа preksanasya dhruva- 
yam viniyojanam | азуіт райсато nyasah, ат5а еуарапуа sak | 
prastá rah—, “Тп the karmaravi Пан) ni, ri, pa and dha are the 
dominants. Many [notes] are said to be unsuitable as dominants 
in consequence of their function of intermediate note (amtara- 
márga; сі. comm. Datt. 55-61 and багА5Е. r, 7, 52-53) (268). 
Gàndhàra is extremely frequent, because all the dominant notes 
come together [with it]. Caccatpu fa [is the metre]. There are sixteen 
halas. The mürchaná starts with sadja (269). Its application [takes 
place] in the dAruva-song of the fifth act. In this Dati] pañcama 15 
the final note. The dominants are the secondary final notes. Its 
representation is as follows: .. қ For the transcription of the 
following music example see music ex. no. 23A. 

Ct. SàrnSR. 1, 7, 101-103 ab and vol. I, pp. 253 „мно pus 
both the description and the music example of this játi from the 


MBrh, adding words to the music lines. Cf. music ex. no. 23B. 
. *$ . D. 

Cf also TulSS. рр. 54 f. and music ех. no. 2357 |, | 

KuSR. 2, I T pass determines the kdrmaravi Jat as follows: 

hármárav dvi {айд J bhavanty am$á graha apt | nisádarsabha- 
| = ан £ || ат5а eva һу арапуаза 

samifiau са файсато ahawwatas tatha || 349 
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nydsah syat pancamah svarah | tathawvantaramargatvad anamSaba- 
hutà таа || 350 || gándháro ‘tyantabahulah sarvamSah svarasam- 
сай | kalah sodasa vijtieyds talas caccatputabhidhah || 351 || mū- 
уссһапа sadjamuhhyd syád ragah syat prakrter iva | karunadbhuta- 
Srigara msáh syur viniyojanam || 352 || paticamapreksane gare dhru- 
vayah partkirttitam | prastaro ‘tha pratikalam yathavad abhidhiyate 
11353 ||, "In the kdrmdravi Jati nisida, rsabha, pañcama and 
dhaivata are the dominants and the initial notes (349). Тһе domi- 
nants are also the secondary final notes. Paficama is the final note. 
There is a great number of notes, which are considered unsuitable 
as dominant, in consequence of their function of intermediate 
note (350). Сапаһага is extremely frequent. There is a coming 
together of all dominants [with it]. One should know that there 
are sixteen kalds. The metre is called caccatputa (351). The mü- 
rcchaná starts with sadja. It is the raga of Nature, as it were. Pity, 
wonder and love are its sentiments. Its application (352) is said 
to take place іп the dhrwvd-song in the fifth act. Its representation 
is duly mentioned according to the kalds (353). For the different 
readings of the following music example, KuSR. 2, 1, 4, 354-360 
borrowed from SàrüSR., see music ex. no. 23C. 


88. yathaàkramam, "respectively" means: in the hexatonic 
form rsabha should be omitted, in the pentatonic form rsabha 
and dhaivata. 


88-90ab. kaiSiki jàti. The kaisíhi jati is defined BhN. 28, 
156-159 (Bombay ed.) katstkydmsds іш wijüeyáh swrah sarve 
‘risabham vind | ela eva hy apanyásá пуйѕац gandharasaptamau || 
156|| dhatvate ‘mse nisdde ca nydsah файсата tsyate | apanya sah 
kadd'ctc ca rsabho Ы bhaved iha|| 157 || ársabhyam sadavam саа 
dhaivatarsabhavar stam | {айй caudavitam karyam balinau sadja- 
pancamau || 158 || daurbalyam riabhasyátra langhanam са vise- 
satah | sadjamadhyávad atra pi samcáras tu bhaved tha || 159 ||, “All 
notes, rsabha being excluded, may be regarded as dominants of 
the katsski [jati]. They are also the secondary final notes. Gàn- 
dhara and nisida are the final notes (156) When dhaivata or 
пізада is dominant, райсата is considered to be the final note. 
Sometimes tsabha may also be the secondary final note in this 
jati (157). Hexatonic is without rsabha, and pentatonic is practised 
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without dhaivata and rsabha. Sadja and райсата are prevalent 
(158). Rsabha is rare here and is especially skipped over. The 
coming together is here like (that) іп the sadjamadhya Пан) (159)”. 
Cf. Ghosh, Transl. H, p. 28, ch. 28, 146-149. 

Тһе kaisiki јан may be compared to the kaisikamadhyama 
рға тағара of NàrS. т, 4, 10-11. Іп Bharata’s system, which is 
adopted by later authors, the haisiki jati belongs to the jatis of the 
madhyamagra ma, while the kaisthamadhyama Етататара of the 
NarS. springs from the same gráma, that is to say, the madhyama- 
тата. Cf. comm. Datt. 48, jati and гара, pp. oo f. and oo. MBrh. 
р. 86, 1. 18 states that the suddhakaisikamadhyama raga originated 
from the katsiki and the sadjamadhyamá jatis. SàmSR. 2, 2, 97 
explains the origin of this тара in the same way. 

MBrh. 262-265 and p. 77, ll. 3-4 defines the раї Jati as follows: 
katstkyam rsabhinya та nidháv am$au yada tada | nydsah файсата 
eva syàd anyadá duisruti matau |||262) || anye іш nigapanyásan 
nidhayor amSayor viduh | riloparidhalopena | sa dabaudubitam ma- 
tam || 263 || rir albo mipabahulyam amSdnam зайрайт mithah | 
sddabaudubite duistah kramat pasicamadhaivatau || 264 || sad7ival 
pancapa nyàdi gandharddis іш ти rchaná | paricamapreksanagatam 
dhruva yam viniyojanam || 265 || asya gandhd rapasicamamsa dà nyd- 
sah rivarjah sat sapta va svarā apanyasah. jrastárah—, "In the 
kaisiki [jati] other notes than rsabha are the dominants. When ni 
and dha are dominants, рапсата is the final note. In other cases 
the notes of two £rutis are considered [to be the final notes] [262). 
Othe! people regard ni and ga as secondary final notes, when ni 
and dha are the dominants. By omission of ri there is hexatonic, 
by omission of ri and dha pentatonic (263) Ri is rare. There is 
prevalence of ni and pa. There is a coming together of the domi- 
nants. Respectively, paficama and dhaivata conflict with the 
hexatonic and the pentatonic forms (264) As in the sag Пай) 
[the metre is] fasicapáns, etc. The murchana starts with gandhara. 
Its application [takes place] іп the dhrava-song in the fifth act 
(265) Gandhara, paficama and пісада аге the final notes. Six 
notes, when ri is excluded, or seven notes are the secondary final 
notes. Its representation is as follows. .". For the transcription 
of the following music example see music ex. no. 24А. | 

Cf. SamSR. 1, 7, 95-98 and vol I, pp. 245 f, who borrowed 
the description and the music example of this jāti from MBrh. 

р 
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adding words to the music. For the transcription see music ex. 
no. 24B. Cf. also TulSS. pp. 51 f. and music ex. no. 24D. 

The kaisikī jati is also determined KuSR. 2, I, 4, 361-367: 
kaisikyam tu grahà атба rsabhád apare svarah | nisadadhaivatáv 
ат<аш yada nyásá 5 taderitah || 361 || ntgapah, райсато пуйѕо шаһат 
amau yada tadd nydsam pan сатакат Май gani myasatvam 
афтшаһ || 362 || auduvam ridhalopena rilopat sádavam matam | 
rsabhah svalpa eva уай байша  panigádayoh || 363 || файсате 
‘mse nauduvam sydd rsabhe те na sádavam | sara лат samgatss 
cátra karttavyad svecchaya budhath || 364 || murcchaná gadika prokta 
аќ caccatputo budhath | kalddvadasakam proktam rasau $уйра?а- 
hasyakau || 365 || gttyddtkam іш sddjivad, vintyogah punah smrtah | 
pancamapreksanagatadhruva gáne vicaksanath || 366 ||, "In the kat- 
$iki Пан) other notes than rsabha are the initial notes and the 
dominants. When nisáda and dhaivata are the dominants || 36r ||, 
ni, ga and ра are called the final notes, Райсатпа is the final note, 
when ni and dha are the dominants. If one removes the final note 
paficama, ga and ni become final notes (362). Pentatonic is considered 
to be without ri and dha, hexatonic without п. Rsabha is very 
rare. There is prevalence of ра and ni (363) When райсата is 
dominant, there 15 no pentatonic; when rsabha is dominant, there 
is no hexatonic. Coming together of notes may be practised by 
the experts at pleasure (364). The mw rcchand is said to start with 
ga. The metre is сассай аа. Twelve 145 are mentioned by the 
experts Love and mirth are the sentiments (365) The rhythms 
(giti), etc. are like those in the 544% [jati]. Its application is consider- 
ed by the experts [to take place] in the Zhruva-song, which occurs in 
the fifth act (366)'. For the different readings of the music example, 
KuSR. 2, т, 4, 367-373 borrowed from SarnSR., see music ex. no. 
24C. 


90cd-96. trisastir amša, "sixty-three dominants" means that 
the seven notes: sa, ri, ga, ma, pa, dha and ni together may func- 
tion sixty-three times as dominant in all játis, that is to say: 
ба may be dominant in 7 jàtis: 
sadji, sadjamadhyamaá, sadjakaisiki, sadjodicyava, kaigiki, рапаһаго- 
dicyava and madhyami. 
ri may be dominant in то jatis: | 
arsabhi, gandhari, madhyama, pancamà, dhaivati, naisadi, sadja- 
madhyama, raktagandhari, andhri and ҚаппАшауі 
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ga ӘЛІ be dominant іл 8 jatis: 
Бап агі, raktagandhari, $9, sadjamadhyama, naisadi, andhri 
аеш and кад ES ү sadjf, ѕад) yamá, naisadi, апаһп, 

ma may be dominant іп 8 jatis: 
madhyami, sadiji, sadjamadhyama, sadjodicyava, gandhaii, gandha- 
rodicyava, raktagándhàri and kaigiki. 

pa may be dominant in 13 jatis: 
райсатпа, sid ji, sadjamadhyama, madhyama, sadjakaisiki, gandhari, 
raktagandhari, kaisiki, madhyamodicyava, gandhárapancami, nanda- 
yanti, Кагтагауі and àndhri. 

dha may be dominant in 8 jàtis: 
dhaivati, sàádji, sadjamadhyama, sadjodicyava, madhyama, ársabhi, 
kármàravi and kai£iki. 

ni may be dominant in 9 jatis: 
naisádi, arsabhi, ба офсуауа, Кагтагамі, andhri, gandhari, raktagan- 
dhari, kai$iki and sadjamadhyama. 


СІ. BhN. 28, 87-98 (Bombay ed.); Ghosh, Transl. II, pp. 20 f., 
ch. 28, 79-91; MBrh. 233-239; SárnSR. 1, 7, 24-28; KuSR. 2, т, 4, 
62-68; TulSS. p. 36, 1. 3-8. Datt. gocd-g6ab is quoted MBrh. 
243cd-248 and 250cd. Cf. comm. Datt. 63. 

Datt. 91-96 informs us which hexatonic and pentatonic forms of 
the jatis must be omitted. Some dominants, which determine 
in their function of initial note the hexatonic and pentatonic 
forms of the jatis, are unsuitable dominant-initial note in 
those hexatonic and pentatonic forms which lack the above 
mentioned dominant-initial note(s) or other notes, which are 
consonant with regard to the dominant. For instance: Мізада is 
unsuitable as the dominant-initial note of the hexatonic form 
of the sadjamadhyama jati, because this note is lacking. Gandhara 
is unsuitable as the dominant-initial note in this hexatonic 
form, because піѕада, the consonant note with regard to gandhara, 
is lacking. Cf. comm. Datt. 59; BhN. 28, 65-73 (Bombay ed.); 
Ghosh, Transl. II, p. 18; MBrh. 243cd-248 and 250cd; especially 
comm. MBrh. 245. 


95cd. For the explanation of the number forty-seven, the sum 
total of all hexatonic forms of the jatis, see comm. Datt. 59, hexa- 
tonic (sddava). 

96ab. For the explanation of the number thirty, the sum total 
of all pentatonic forms of the jatis see comm. Datt. 59, pentatonic 


(audulita). 
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97. varna. This term, the general meaning of which is "colour', 
"quality" or "class", is defined BhN. 29, 20-22 (Bombay ed.) 
Sartrasvarasambhitas tristhanagunagocarah | catváro laksanopeta 
varnás tatra prakirtitd В || 20 || evam laksanasamyuktam yada varnan 
ім karsats | tada varnasya nispattiy vijñeyã rasasambhava || 21 || ete 
varnas іи vijneyds catváro gitayojakah |, "These four varnas, men- 
tioned above with their special characteristics, spring from the 
notes of the body and are connected with the qualities of the three 
registers (20). Thus, when [something] (ie. a word, adam; cf. 
Baroda ed. 29, 18), which is furnished with some characteristics, 
obtains two varnas, in that case the coming forth of varna should 
be regarded as the source of sentiments (rasa) (21) The four 
varnas, one should know, produce the songs". Cf. Ghosh, Transl. 
П, p. 32, ch. 29, 20-22; Baroda ed. 29, 17-19. 

MBrh. р. 33, ll 11 f. explains varna: varnasabdena рапат abhi- 
dhiyate, “Ву the term varna [a special way of] singing is meant’. 
MBrh. p. 34, l 16, however, connecting varpa with instrumental 
music, says: vindvarnds іш vijfieyds catváro gttayojakah, “Тһе four 
varnas of the lute (sma) one should know, produce the songs". 

SamSR. І, б, т states: ganakri yocyate varnah, “The working out 
of a song is called varna”. Kallinàtha, commenting on this verse, 
explains: ganakriyayad varnatvam svarapaddder varnanad vistara- 
karanát, "The essence of varya is in the working out of a song, in 
consequence of the ornamentation (varnana) of notes, words (or: 
“verbal theme”; cf. Ghosh, Transl. II, p. 3, ch. 28, 8) etc., which 
causes extension’, 

KuSR. 2, 1, 3, 2-3 defines varna: ... pttasarvasvabhuta такпа 
ға) || 2 || vistárayanti và gitam kantim gacchanti và b ad e|," ... 
Those [things] which belong to the song itself in its entirity, are 
called varnas (2). They extend the song or become embellishment 
on the word". 

KuSR. 2, т, 3, 20-21 explains the importance of the varnas by 
making the following comparison: gitatmakad api padddharah 
sthà yyádayah smrtah | yathalamkriyate rama vilasaih, padasamhatih 
il 20 || tathalamkriyate varnair iti varnavido vi duh|, “Traditionally 
the stable (sth@yin) and the other [varnas] are the essence of songs 
and support the words. Just as а lovely woman is adorned with 


charms, a collection of words (20) is adorned with varmas. Thus 
the experts of varna consider it". 
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From the above quoted texts it is apparent that varna was a 
procedure of Ornamentation to embellish songs. The four kinds of 
varna are mentioned Datt. 98-99. 


98-99. The four varnas, of which Datt. 98-99 only explains two, 
that is to say, the stable one (stha yin) and the unstable опе (sañ- 
cárin) are defined BhN. 29, 18-19 (Bombay ed.) àruhanti svarā 
yatra ārohi sa іш samjñitah | yatra caivavarohi ca so 'varohiti bha- 
nyate || 18 || dirah svardh sama yatra stháyt varnah sa ucyate | 
samcarant: suara yatra sa samcarit hirtitah li x9 |, “(The case] 
in which the notes ascend, is called the ascending (arohin) [varna]. 
That one in which they descend, is called the descending (avarohin) 
[varna] (18). That one in which the notes are immovable and equal, 
is called stable (stháyin) varna. That one in which the notes move 
іп any direction, is called the unstable (samca'rin) [varna] (19)”. 
Cf. Ghosh, Transl. II, p. 32, ch. 29, 18-19; Bombay ed. 29, 15-16. 
MPrh. p. 33, L 12-p. 34, l. 5 explains the four varpas, illustrating 
each of them by an example: yatra samadh svará anwpahatarii bà s 
tisthanti tebhyo уай grtam varna bhivyaktikyt yatra pade sa varnah 
stha уйу ucyate. уаіћа 54774 (read: sidjaydm) sárisá sárisà, madhya- 
má yim іш тататата sts. yatra gite sancarantt svradh parasparam 
antasahità ekaikaśo và sa sasicári varna ucyate. yathd málavakaisi ke 
sasasant фатфатіфапі sádhari фараптітіу evam ddtprakd resu 
фағазфағазат cárád árohantity dds (?) yatra geyah svarā arohants 
ekaikasah sántará và sa(rva ?varna (read: sa varna) árohity ucyate. 
yatha málavapaficame papasadhari samagart pamapama padhamama 
jasárisá samama фаза sadhant parimmadhaninini pa nmmadhani 
padhant тітіфа iti parasparatkantaradvyantarasvara rohana d arolti | 
avarohanti svarā yatratkenaiva kramena tu || т20 || sa са varoht 
fabde tu samanantara... svarah | фа mamadhyamama gagagagamama 
riririprama mamaprapa papapramamamminine dhadhy papapa 
DT 154 iti raiká ntaradvyantarasvarávaro- 
mragagaririnindddhupapa tt paraspara y 
had avarohit , “If from notes which are equal and of which | the 
form is undamaged, some song manifests a varua 00.8 word, HUS tS 
called the stable (444 yim) varna). For instance, in the зай аһ): 
4-2-4 d-&-d, in the madhyamá [jati]; 8-8-8-8- When in pmi the 
notes mutually come together, joined together at the g = 
one by one, this is called the unstable (айса тіл) varna. e 
stance, in the malavakaisika [raga]. d-d-d-c, а-с-а-с-а-с, d-b-e, 
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4-а-с-с-с. Thus in the initial ways [of moving] in consequence 
of a mutual coming together they ascend. And so on. When notes 
to be sung ascend one by one or with intervals, this is called the 
ascending warma. For instance, in the malavabpascama (тара) 
ü-a-d-b-e, d-g-f-e, a-g-a-g, a-b-g-8, a-d-e-d, d-g-B, à-e-f, d-b-c, 
A-e-g-b-c-c-c, ü-e-g-b-c, à-b-c, e-e-à. This is the ascending [varna] 
[caused] by ascending from one note to another (ie. the interval, 
which, in European music theory, is called a second), to the next 
[note] but one (ie. a third), or to the fourth note (ie. a fourth). 
When the notes descend one step (120), it is called the descending 
(уагпа), but, quite correctly, [descending to] the note immediately 
following ^ à-g-g-g,  L-f-f--g-g,  e-e-e-a(readi — paMg, g-g-a 
(read: pa)-à, а-а-а (read: pa)-g-g-c (read: ni) -c-c, b-b (read: dha), 
а-а-а, g (read: ma}f-f-e-e-c-c (read: ni)-b (read: dha)-à-à. This is 
the descending [varna] [caused] by descent from one note to 
another (ie. the interval called a second) to the next but one 
(ie. a third), or to the fourth note (ie. a fourth)". 

SamSR. 1, 6, 2-3 defines the varnas rather briefly: sthitud 
sthitua prayogah sydd ekasyatva svarasya уа! sha yi varnak sa 
vi jrieyah pardu anvarthanamakau || 2 || eatsammisrandd varnah sam- 
сат: partkirtitah |, "The execution of one note, after being fixed 
each time, should be known as the stable (494 yin) varna. The two 
other (varnas] (ie. the ascending and the descending ones; cf. 
comm. of Kallinátha on SarnSR. І, 6, 2) are called according to 
their true meanings (2). The varna, [which springs] from a mixture 
of the above mentioned ones, is called mixed" (samcárin, in this 
case Ghosh’ translation, “mixed”, is very suitable; cf. Ghosh, 
Transl. II, p. 32, ch. 29, 17-18 and 18-19). 

KuSR. 2, І, 3, 5 defines the stable (stháyin) varna: eka eva svaro 
yatra файе vicchidya giyate | muhur muhuh sa vijñeyas tatra stha уй 
laksitah ||5 ||, "Where on a word one note is interruptedly sung 
at several moments, in this case it should be considered the 
stable (sthaysn) [varna]. Thus it is characterized (5)’. КАК. 2, І, 
3, 8 illustrates this varna in the same way as MBrh. p. 33 (see above): 
tatra sthàyi yathá sddjyam sa sã 54 sà itiryate | madhyamáya т yatha 
та та та та йу apy udiryate |8 ||, "In that case the stable 
[varna] for instance, in the 5242 Пан) d-d-d-d. In this way it is 
produced. For instance, in the madhyamd Пай) g-g-8-g. In this 
way it is produced (8)’. The other varnas are explained KuSR. 
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2, I, 3, 9-12: ürohinah svarā yatrd rohit varnah sa ucyate | nanda- 
yantyam yatha riri раса тата 'tha padvayam || 9 || adhastdd avaro- 
hanh te "varohint varnake | kármáravya m. yatha risa gan nidhanipa 
sts || 10 || yatrárohá varohau ca vyatyayena kramena уа |зуайат 
svarayam vijneyah samcari tatra süribhih || xx || dhaivatyam са 
tatha jàtaw sadhadhá madhadha nidha | dhanidheti sphuto varnak 
samcari paridyr$yate ||x2 ||, "Where the notes ascend, it is called 
ascending (а ғози) varna. For instance, in the nandayanti [jati 
ё-ё-Ї-Ї- р-р а-а (9). In the descending (avarohin) varnaka (= varna) 
they (ie. the notes) move downwards. For instance, in the Adrma- 
ravi [játi]: 64 Ғе c-b-c-a (ro) Where ascent and descent or the 
reverse (ie. descent and ascent) of notes appear, this case should 
be regarded Бу the experts as the unsteady (or: unstable, samcdrsn) 
[varna] (11). Thus in the dhaivat; jàti: db-b gbb c-b b-c-b. In 
this way the varna should be considered to be the real unsteady 
(samcárin) varna (12)”. 

After Kumbhá's time varna fell into disuse. When later music 
treatises, such as TulSS. and CikAB., mention this term, they 
quote SamSR. 

alamkàra. This term, which is connected with the varna, is 
not clearly defined іп BhN. We may suppose that the alamkáras 
were graces especially meant to decorate songs. СІ. BhN. 29, 47 
(Bombay ed.) ана rahiteva nisa wijaleva лай lata vipuspeva 
| analaksyate ca nari gitir alamkarahind syat || 47 INS song without 
any alamkára will be like a night without moon, a river without 
water, a creeper without a flower and a woman without any orna- 
ment" (Ghosh, Transl. II, р. 39, ch. 29, 75). | 

In ancient times the term alamkyta is connected with song 
practice. Магб. x, 3, 1 mentions alamkria among the ten charac- 
teristics (gunavriti) of the song (рама) and defines this term as 
follows: alan Мат namorasi sirasi kanthayuklam ity alankyiam, 
“The term alankyia {means} That eo is connected with the 
chest, the head and the throat, this is alan ла ч 

ВАМ. 29,30 (Bombay ed.) prescribes in which songs Ds ae 
(alamkara) should be used: saptaru pagata susya Rut unt | 
ime budhaih | naite 'smàkam dhruvásv 1544 atsvarnapraRarsanas, ы 

oiii ев (alamkára) should be known by the exper 
| ael i f seven forms (ie. the seven 
as [graces] relating to the [songs] of $ emia Wonton 
types of songs called: madraka, ovenaka, aparaniana, 
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ullopyaka, rovindaka and utara; cf. ВАМ. 3r, 189, Bombay ed.; 
Ghosh, Transl. II, p. 77, ch. 31, 220). They are not approved by us 
іп dhruva songs, because they push forth the varnas too much 
(30). СЕ Ghosh, Transl. II, р. 34, ch. 29, 36. The reason, why 
varnas conflict with the dhruvd songs, is explained BhN. 29, 31-32 
(Bombay ed.) yasmad arthanuripddidhruva ka vyárthadarsikah || 
зі |varnána m іш mune káryam krsatvam padasam$rayam |, "Be- 
cause the dhruvd songs, which are conformable to the meaning 
etc. show the meaning of the poetical composition (31). Of the 
varnas, however, there is a procedure of weakening, which may be 
applied by the expert (?) and which is connected with the words”. 
Nevertheless BhN. 29, 31 ab (Bombay ed.) states that the ascending 
varna was allowed іп dhruvd songs. Cf. ВАМ. 29, 31 ab (Bombay 
ed.): te dhruvandm prayoge tu káryá hy arohinah swrah |, "In the 
application of dhruvd songs, however, ascending notes may be 
practised”. 

MBrh. p. 34, L 18-р. 35, l. 2 defines alamkára as follows: tatra- 
lankárasabdena kim чсуайе. alankárasabdena mandalam ucyate. 
yathà katakakeytirddinalankd rena nari puruso và manditah sobham 
Gvahet, tathá etair alankarath prasannadyddtbhir alankrta varnasra ya 
gitir gatrsrotr nām sukhavaha Батай. vyutpattrs са yatha—'dukirn 
karane’ dhatur alamkriasabdapurvah alankrtam alankarah ghananto 
‘yam alankárasabda iti, "What is meant there Бу the word alankara ? 
By the word alankára a collection [of things] is meant. As a wife 
Or а man, who is decorated with bracelets, arm-bracelets, and other 
ornaments (alankara), procures loveliness, in the same way, а 
song, which is adorned with the graces (alankdra) prasannádi, etc. 
and furnished with the varmas, gives joy to the singers and listen- 
еге”. There follows an etymological explanation: the word alam- 
Кат derives from the root kr- in the general sense of “activity”, 
preceded by alam-. 

KuSR. 2, т, 3, 23 also describes the alamkára with a comparison: 
na Wirajate сапітатаѕа vihind vibhávari samskriavar jità са | vant 
tathalamkriyatavihina ga nakriyá, "The night does not shine without 
thé moon and a literary composition (is of no account] without 
the Samskrt language; in the same way there is no performance 
of songs (gana) without alamkriyatas (= alamkd ras)’. 

In imitation of SarmSR. І, 6, 64, KuSR. 2, 1, 3, 133-134 mentions 
knowledge of notes (svarajfdna), attainment of loveliness (raktt- 
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lábha) and variety (victivatva) as the objects (prayojanani) of 
alamkara. About the knowledge of notes (svarajáá на) KuSR. 
2, I, 3, 134-135 says: уала gatur alamkd raih svasvasthanagatath 
svarath || 134 || sustksstair jhatity eva svarajnd nam prajayate alam- 
karaudah sam yak, which probably means:“As in the case of a singer 
the perception of the notes is realized at once, when this singer 
is at the same time also an expert of alamkàra, because then the 
notes, each of them moving in their own register, are correctly 
executed with graces’. The phenomenon та (а bha, which means 
attainment of loveliness (rakti, an equivalent of ға ра), is explained 
KuSR. 2, I, 3, 135-136: alamkdravidah samyak prabandhe karu- 
na bhidhe ||x35|| s&ksad тай)апаеті loke raktildbho bhaved apr |, 
"By all means, in a composition, which is called after [the senti- 
ment (ғаѕа)] pity (karuna) (135), there is, in common practice, for 
the expert of alamkara rakislábha, which makes loveliness (rafi- 
jana) perceptible to the senses". 

The number of alamkàras mentioned by Dattila is thirteen, 
whereas BhN. and MBrh. speak of thirty-three alamkaras. SàrnSR. 
mentions sixty-three alamkdras, while KuSR. arrives at the 
number eighty-eight. At the time of KuSR. so many alamkaras 
were used, that the author says 2, r, 3, ІЗІ: sümastyena prasam- 
khyatum brahmá jihmayate ‘pr са ||, “Even Brahman would hesitate 
to count [them] all”. 


100-101. ргазаппаді. The first alamkara, called “clear in the 
beginning" (prasannadt), is defined BhN. 29, 36 (Bombay ed.): 
kramaso dipito yah syat prasannadth sa kathyate |, “That [note), 
which gradually becomes brilliant, is called frasannadi'. СІ. 
Ghosh, Transl. II, p. 35, ch. 29, 43: Baroda ed. 29, 33. Ghosh may 
be right in supposing a raise of the note, but he does not indicate, 
how much the note rises. 

From the root dip- in dipito of BhN. 29, 36 (Bombay ed.) and 
in sandifay et of Datt. 100 derives also a word di pta. In the ancient 
éruti system Ф іа is used to indicate special snis. Cf. Prajfiana- 
nanda, History of Indian Music, p. 17 {.; SarSR. т, 3, 28-31. H 
nisida and gandhara are raised one áruti—a very common proodure 
(c comm. D,,,. 16 and 46 svarasadha rana)—the raised nisáda, 
commonly call п, haistha ni, takes the first $ruti, difé , from the 


Е = ES 
note sadja, while the raised gandhara, commonly called sadharana 
+ , 
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ga, takes the first éruti, difía, from the note madhyama. The 
adjective difta, however, may also have been used as an equivalent 
of tara, which mostly indicates a note belonging to the high (tara) 
register. In the music examples of SarnSR. І, 6, 8-10, which illus- 
trate the alamkàras jrasannádi, prasannanta, prasannddyanta 
and frasannamadhya, (фа may refer to the high register (tara 
sthana). SarnSR. І, 6, 7-8 explains the words prasanna and dipta 
as follows: prasanno mrdur йу api ||7 || mandras tàras tu diptah 
syat, “Prasanna is [the] low [note] (mrdw) (7). We may also say: 
low (mandra). The high [note] (tara) is the brilliant (dita) опе”, 

MBrh. p. 35, H. 11-13 determines the first alamkàra, prasanndds, 
as follows: mandrád árabhya mes(?)árohanam ід тарайт ydvad asau 
jrasannádsh. mandrasabdena prasannadhvaniy ucyate. sáriga та- 
padhanisad Н rasannádih, "Starting from a low (mandra, ie. 
belonging to the low register, mandra sthana) [note] and ascending 
to the movement in the high register (арай, cf. comm. Datt. 
57-58 tá ra), this is prasannad:. By the word mandra (low) the clear 
pitch is meant. d-e-f-g-a-b-c-d. This is frasannád:'. 

SarnSR. r, 6, 9 defines prasannddi: mandradvaydt pare tare 
prasannidir udiritah | sd så sa |, "From two low (mandra) [notes] 
to a following high (tara) [note]. This is called prasanndadi: d-d-d". 
Cf. KuSR. 2, r, 3, 29. 

prasannanta. The second alamkara, called "clear at the end" 
(brasanna' nta), is defined ВАМ. 29, 36 (Bombay ed.): vyastocca rita 
evaisa prasanna nto vidhiyate || 36 ||, "That one (ie. the alamkara 
mentioned before: $rasasnádi) produced in reverse order, is deter- 
mined to be frasannánta". Cf. Ghosh, Transl. II, p. 35, ch. 29, 44- 

MBrh. p. 35, ll. 14 f. explains prasanndnta: tanid árabhya varo- 
hakramena prasannantah. yathá—sa nidhapamagarisá iti prasan- 
nantah, "Starting from a high (tāra, i.e. belonging to the high regis- 
ter, tárasthána) [note] and descending gradually, that is prasan- 
nanta. For instance: d-c-b-a-g-f-e-d. This is prasannanta’. 

SarnSR. 1, 6, 9 briefly defines this alàmkara. tad vai lomye 
Prasanna ntah sa så så, "The opposite to it (ie. prasannadt) is 
prasannanta: d*-d-d". Cf. KuSR. 2, r, 3, зо. 

prasannamadhya. The third alamkara, called "clear in the 
middle" (prasannamadhya), is defined BhN. 29, 37 (Bombay ed.): 
Prasannamadhyo madhye tu prasannah sydd uddhrtah, “That опе, 
which is clear in the middle, is called prasannamadhya’’. Cf. Ghosh, 
Transl П, p. 35, ch. 29, 45. 


aeos cmm m 
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MBrh. p. 35, ll. 20-22 explains: yatra mandro madhye ádyantayos 
са tarah, за prasannamadhyah. уа№а-—ѕа тайла pamagarisa | sári- 
gamapadhanisa ttt prasannamadhyah, "When there is a low note 
in the middle and a high note at the beginning and at the end, 
[this case] is prasannamadhya. For instance: d-c-b-a-g-f-e-dd-e-f-g- 
a-b-c-d. This is prasannamadhya”. 

SàrnSR. т, 6, 10 defines this alamkara: tdrayor madhyage punah | 
mandre prasannamadhyakhyam айатба тат vido vidwuh|| то || sa 
sd sa, "When a low [note] stands between two high [notes], the 
experts consider it to be the alamkaàra called prasannamadhya 
(10)y:d'"'-d-d'". Cf. KuSR. 2, т, 3, 32. 

prasannadyanta. The fourth alamkara, called "clear at the 
beginning and at the end" (frasannadyamnta) is defined BhN. 
29, 34 (Baroda ed.) adyantayoh prasannatvāt prasannddyanta 
isyate || 34 ||, "Because of the clearness at the beginning and at 
the end it is considered to be f$rasannnádyanta". Cf. Ghosh, Transl. 
II, p. 35, ch. 29, 44. 

MBrh. р. 35, ll. 16-18 explains: yara d yantayoh prasannah madhye 
ca tárah sa jprasanna dyantah. yathd—sarigamapadhant sa sd n- 
dhapamagarisd ttt prasanna dyantah, "When a clear [note] (Le. а 
low, mandra, note) stands at the beginning and at the end and а 
high note in the middle, it is $rasannádyanta. For instance: d-e-f- 
g-a-b-cdd-c-b-a-g-f-e-d. This is $rasanna dyanta". 

SamSR. І, 6, 9-10 states: prasannadvayamadhyage Il o || Ағ е 
prasannad yantah syat. så sa så, “When a brilliant note (difta = 
tara, high note) stands between two clear notes (frasanna— 

mandra, low note), it is the prasannadyanta: d-d"-d". Cf. KuSR. 
2, X, 3, 31. | | 

The adjective prasanna, which constitutes the first part of the 
words indicating the first four alamkaras, iS already mentioned 
NarS. 1, 3, т as one of the ten characteristics (gumavrtti) of the song 
(gana) and explained: prasannam namavagatagad Бай алына тал 
prasannam ity ucyate, “Тһе term prasanna [means]. Which 15 
understood, uttered without stammering and without hesitating, 

is i ‘clear’ asanna) . i 
ғалы һам ond tll of the notes in the first four iin 
the ancient authors hold different views. SarnSR. and KuSR. 

ч ; а low to a high register and the 
explain the rise as an ascent from à; i Дес 
fall as a descent from a high to a low register. The music exam 
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of these two authors (cf. SarnSR. т, 6, 9-11; KuSR. 2, 1, 3, 29-32) 
contain intervals of two octaves, viz. d-d” and d”-d in: 4-4-4”; 
d'-d-d; d-d*-d and d'-d-d'. In vocal music these large intervals 
are quite unnatural It is quite possible that the ancient authors 
refer to a special technique, the falsetto singing, which in Euro- 
pean music, particularly in Swiss folk music, is called "jodeln''. 
If the d" of the high register is sung with the falsetto voice, the 
interval (d-d" or d'-d) of two octaves is not unsingable. On the 
other hand, it is possible that SàrhSR. and KuSR. did not under- 
stand the term /d7a of BhN. This term, which, in the BhN. and 
elsewhere, usually indicates the high register, /4ға sthana, indi- 
cates in the context of alamkáras in the ВАМ. the medium register, 
which is called elsewhere madhya sthana The high register is 
called here £áratara. СІ. BhN. 29, 39 (Baroda ed.): yas іш kanthe 
svaro 'dhah syát sa іш tarah jrakirtitah | urogatas tatha mandro 
mii rdhni ta rataras tathá || 39 ||, "That note, which is m the lower 
part of the throat, is called tava In the same way, mandra is in 
the breast, and /áratara in the head”. Cf. also Ghosh, Transl. II, 
p. 36, ch. 29, 49-51; comm. Datt. 8. Considering these things, 
there is no interval of two octaves between the жалаға and tara 
notes of the alamkáras, but merely an interval of one octave, which 
is not necessarily sung with the falsetto voice. 

MBrh., however, explains the rise and fall of the above mentioned 
alamkàras as ascending and descending scalar runs. We may 
explain his music examples in two ways: First, they may indicate 
nothing but a scalar run of the melody within the range of an octave. 
Secondly, they may indicate a special grace, which, in European 
music, would be called slide (it. glissando) and which may be com- 
pared with the modern Indian grace (gamaka), called murcchana (cf. 
Powers, Background I, p. 132; Fox Strangways, o.c. p. 106). 


102-103. bindu. The alamkàra, called "drop" (bindw) is not 
clearly defined іп the Baroda and Bombay editions of BhN. СІ. 
Bombay ed. 29, 40; Baroda ed. 29, 38 and note 3 on p. 89. Abhina- 
vagupta, 29, 47 (Baroda ed. p. 129) commenting this verse of 
ВАМ. defines bindu: bindur ekakalas tàram sprstua іш punaragatah | 
syan, “Bindu [means]: When [a note] of one kalā after having 
touched a high note (Мута, ie. а note of the middle register; see 
above) goes back". Cf. Ghosh, Transl. II, p. 35, ch. 29, 46. 
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MBrh. p. 36, ll. 7-10 explains bindu as follows: ciram ekasmin 
svare sadjddirupe sthitua tadvyatáram agnivat sprstvua kalàm eam 
са біміші yatra punar api sama 5а mandrayá gamyate sa binduh. 
sa sã ttt binduh, “If, after dwelling for a long time on one note, 
which appears as sadja, etc, and after having slightly touched, 
like a fire, a high note, which belongs to the same ones (i.e. sadja, 
etc.) staying there for one аа, one goes again to (lit. with) the 
same low note, it is bindu. d-d(? ?). This 15 bindu’. 

SàrnSR. x, 6, 18-19 explains this alamkàra in a different way: 
plutam hrasvam plutam hrasvam plutam hrasvam plutam svaram || 
18|| kurvan Ағатай yadá "rohet іайа bindur ayam matah | sa3rt 
gayma pazdha тіз |, “ТЕ one ascends in straight order, making 
[each] note extra-long (pluta = 3 short times ог laghu, cf. comm. 
Datt. 123-124), short (rasva = laghu; cf. comm. Datt. 123-124), 
extra-long, short, extra-long, short, extra-long (18), this is consid- 
ered to be bindu. d-e-f-g-4-b-c”’. Cf. KuSR. 2, т, 3, 45-46. A 
different conception on the same subject is found SarnSR. 1, 6, 
37-38, where bindu is defined: atha binduh sa yatra фішат adhahsva- 
ғат || 37 || krtvà 'gnivat param sprstva ‘dhahsparsenakinla h kalah | 
sa3risa riggart разтара таҙрата paadhapa аһаҙшаһа |, "Сопѕе- 
quently bindu is that case, when all kalas [are filled up} by making 
the lowest note extra-long (pluta = 3 short times), touching the 
next note like fire and touching the lowest note. d-e-d éfe f-g-f 
B-a-gà-b-ab-c-b". | | 

nivrttapravrtta. Тһе alamkara, called“returning and coming 
forth" (nivritapraurita) is not defined in the Bombay and Baroda 
editions, but in some mss. of BhN.; cf. Baroda ed. p. 59, note 3. 
Abhinavagupta, 29, 47, (Baroda ed. p. 129) commenting BhN., 
defines this alamkára: sydn miurilapravritas са mandram саға 
samagatah || 47 ll, “Nivirttaprav rita [means]: going back i E 
same note after going to a low note (47). Cf. Ghosh, Transl 11, 

6. : 

u à ser IL 1-13 not clearly explaining, says: ekak Ееее 
sprstva bindor eva viparyayoccarana pravritau vintvytlaly ne 524 
khyah. yathd—sd sā sā тішуйаһ pravytial, Te Gorton 4. 
кай, шшш E nat pi "n ve iz ED conseq uence of its 
sound production mn фғатуйа. = 15 = KEE E 
—— Pi Samal esa sasnnivyrttapravrttakah | 


310 COMMENTARY 


yatrád yapaticamau гіа turydt trin avarohats || 47 || Rramat kala 
54 yatrdnyds tadvad ekatkahá natah | sapamagart ridhapamaga gani- 
dhapama, "Consequently, the [alamkara] заттоуИафғаууйаРһа may 
be as follows: if, after having sung the first and the fifth note, one 
descends from the fourth note three notes (47), in due order, and 
if the other kalds are like this one, because [the notes} kill each 
other (ie. resemble each other?) d-a-g-f-e e-b-a-g-f f-c-b-a-g". 
Cf. KuSR. 2, I, 3, 100-101. 


104аб. prenkholita. The "swinging" (prentkholita) alamkara 
is defined rather briefly BhN. 29, 41 (Bombay ей.) = BhN. 20, 
38 (Baroda ed.) patagatapravrio yah sa prenkholita 1syate, “That 
one, which moves in two directions, is considered to be prenkholita”. 

MBrh. p. 37, ll. 1-3 defines prevkholita: dvayoh svarayor bahindm 
са suwdndm samakalagamágamác caturdesakalah frernkholstah. уала 
—sariri sariga garigama mapapamapadhasapanininidha nisasant. 
Prerükholitah, "By a movement іп two directions (lit. going and 
coming) in equal Aalds of two notes and of many notes, prenkholtta, 
which consists of four kalás, [is realized). For instance: d-e-e d-e-f 
[-e-Í-gg-a-a-g-a-b-d-a-c-c-c-bc-d-d-c. РгелКһоШа”, 

SàrnSR. r, 6, 2r describes an alamkàra called prenkhita: svara- 
dvayam затиссаууа bú пат pirvayutam param | yadaámdolitam 
árohel prenkhito ‘sau kramo 'tha và || 21 || sari riga gama mapa 
padha dhani| “If, after having produced two notes—the first 
one and the next note, joined with the first one—one ascends in 
a swinging way, this order is prenkhita, is not it? (21): d-e e-f 
Í-gg-aa-bb-c'. Cf. KuSR. 2, І, 3, 51-52. 

багА5К. т, 6, 41-42 describes also an alamkára, which is nearly 
called the same, viz. prenkha: kala gatágatavati dvisvaratkaskahá na- 
lah || 41 || yatra пуав tadrsah sa 5уйі prenkhah saririsa rigagari 
gamamaga mapapama padhadhapa dhaninidha | “Тһе kala is 
Moving in two directions, because the two notes kill each other 
(ie. resemble each other ?) (41). When the other lás are similar, 
it 15 prenkita. d-e-e-d e-f-f-e f-g-g-f g-a-a-g a-b-b-a b-c-c-b'. Сі. 
KuSR. 2, 1, 3, 88-89 describing an alamkara, called frenkhita, 
which corresponds to the #reñkha mentioned before. 


104cd-105ab. tàáramandraprasanna. The alamkára, called 
"clear in its high and low [notes]', is defined BhN. 29, 42 (Bombay 
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ed.): kramadgatas tu yas tarah sasthah фаЯсата eva ca || 42 || tāra- 
mandraprasannesu (read: -prasannas tu) jfieyo mandragatasya (read: 
mandragatah sa) ca, "The sixth or fifth high note which has arrived 
gradually (42) and which should be known as táramandraprasanna, 
this one goes [back] to а low note". Cf. the wrong translation of 
Ghosh, Transl. П, p. 36, ch. 29, 50-51. Cf. also Baroda ed. 20, 40 
and comm. of Abhinavagupta, 29, 51-52 (Baroda ed. p. 129), 
mentioning the fourth note instead of the sixth note in accordance 
with some mss. of BhN. (cf. Baroda ed. p. 9o, note 3). 

MBrh. p. 37, ll. 4-9 explains this alamkàra as follows: amsdc catur- 
tham файсатат và svaram айа yatra mandre punar dgamyate 
tå ramandraprasannah. yathd—sarigamapa, sarigamapa. ririgama- 
padhanigamapadhaga. gamapadhaniga. mapadhanima. mapadhani- 
sama. athava mandrasvarat taran gatva punah sahasd mandravasad 
và gamyate sa larah mandraprasannah. sartgamapadhanisasa, “ТІ, 
after having moved from the dominant to the fourth or fifth note, 
one goes back to a low note, it is táramandrafrasanna. For instance: 
d-e-f-g-a, d-e-f-g-a, e-e-f-g-a-b-c-f-g-a-b-f, f-g-a-b-c-f, g-a-b-c-g, 
g-a-b-c-d-g. Or rather, if, after having gone from а low note to a 
high note, one goes back suddenly or on account of a low note, it 1s 
táramandraprasanna. d-e-f-g-a-b-c-d-d". For other music examples 
see MBrh. p. 47, ll. 211. 

SàrnSR. т, 6, 56-57 defines this alamkara: astamasvarapar yantam 
áruhya dyam vrajed yadi ||5 6 || tà ramandraprasanno ‘yam alanká ras 
tadocyate | sarigamapadhanisasá, “If, after ascending as far as the 
eighth note, one goes [back] to the first note (56), this is called 
the alamkara td ramandraprasanna. d-e-f-g-a-b-c-d'-d". We шау 
consider ri ga ma pa dha ni in this music example to be notes of 
the low register just as sa, but sa as a note of the medium register 
because tāra, which is indicated by the mark over the note, 
means, in the ВЬМ., in the context of the alamkaras, the medium 


register. Cf. KuSR. 2, I, 3, 117-118. 


105с4-106а. mandratdraprasanna. BhN. 29, 43-44 (Bombay 
ed.) defines this grace: Jasghayitva paran mandrål barat a 
gatah | 43 || mandratarah prasannas tu vijfeyo hy avaro En ш 
“That one which goes from a low note to another ae D 
the high register, skipping over other notes (43), Pk. a z 
as the mandratáraprasanna in consequence of its descent. Ct. 
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Baroda ed. 29, 41 and comm. of Abhinavagupta 29, 52 (Baroda 
ed. p. 129). Cf. also the wrong translation of Ghosh, Transl. II, 
p. 36, ch. 29, 51-52. 

MBrh. p. 37, H. 9-13 explains mandrata raprasanna as follows: 
mandrat sahasá tdrah (read: і4ғат) prapya mandratvena kramena - 
varoha mandratárah prasannah. sapah magarisah ridha pamagari 
gant dhapamaga samanidhapa. athava mandrasvarad và (var\ta rah 
svaran uccarya kramendvaruhya са mandrena và gamyate mandra- 
là raprasannah. yatha —sdsdé. nidhapamagarisà, "If, after having 
suddenly reached a high note from a low note, there is a gradual 
descent in the low register, it is mandratdvaprasanna. d-a g-f-e-d 
e-b a-g-f-ef-cb-a-g-fd-g-c-b-a. Or if [coming] from a low note, a 
high note (read: tárah) moves in the low register, producing the 
notes in due order, while going downwards, it is mandratá raprasanna. 
For instance: d-d (most probably d', ie. the d of the medium 
register is meant here instead of the second low d) c-b-a-g-f-e-d''. 

The second form of this alamkára, which, according to MBrh., 
contains a complete octave scale (saptaka), is also defined SarnSR. 
I, 6, 57-58: mandrád astamam utplutya saftakasya varohane || 57 | 
mandratà тарғазаппа khyam аһа mahesvarottamah | sa'sanidhapama- 
garisá, “If, after jumping upwards from a low note to the eighth 
note, there is a descent of seven notes (57), the Greatest Lord 
calls it mandratdvaprasanna. d-d'-c'-b-a-g-f-e-d". (In European 
music the medium octave, marked by the sign', starts with с” 
instead of d'.) Cf. KuSR. 2, 1, 3, 119. 


106bd. sama. BhN. 29, 38 (Bombay ed.) defines sama rather 
briefly: зағуаза туй samo jReyah sthitas tv ekasvare "Ы yah |, "That 
one, which remains on one note, should be regarded as sama because 
of its similarity in all respects’. Cf. Baroda ed. 29, 35; Ghosh, 
Transl. II, p. 35, ch. 20, 45. 

MBrh. p. 36, 1. 1-6 explains sama: sthanatraye 'bi sadría dhvanih 
saptasvarocca тапан samah. | etaduktam bhavati—yasya — yávatyah 
Srutayah svasthd natritayesu tdvat írutikam eva hà ryáh (read: 
haryam). yatha—sarigamapadhanini dvayor dvayoh svarayoh sam- 
vadinor wccáranát samah. tad yathá —sama бара ridhagani. рға та- 
bhede іш ripajayiti (2) visesah. iti samah, “Тһе production of the 
Seven notes, which is similar as to its pitch in the three registers, 
1S sama. This sentence means: As many Srutis as there are of some 
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[note], so many $rutis should be applied in its three registers. For 
instance: d-e-f-g-a-b-c-c. If one produces each time two notes, which 
are consonant, it is sama. For instance:d-g d-a e-b f-c. When there 
is difference of gramas, п and pa...(?) the distinction. This 15 sama”. 

SarnSR. 1, 6, 40-41 defines sama іп a different way: sa іш samah 
kala yatra catuhsvarah tulya уоһа varohatkathahandd aparas tathá | sa- 
rigammagarisa rigamapapamagari gamapadhadhapamaga mapadha- 
ninidhapama |, "That case 15 sama, in which а kala consists of four 
notes and is equal in its ascent and descent, because [the notes] 
kill each other (ie. resemble each other?), and the other [kalàs] 
in the same мау. d-e-f-g-g-f-e-d e-f-g-a-a-g-f-e {-g-a-b-b-a-g-f 
g-a-b-c-c-b-a-g". Cf. KuSR. 2, 1, 3, 87. 


106с4-107а. kampita. According to Datt. xo6cd kampita may 
have been a trembling sound or shake of three $rutis, produced 
in the chest, ie. in the lower register. The Bombay and Baroda 
editions are not clear on this point. Cf. Bombay ed. 29, 40 and 
Baroda ed. 29, 38. According to some mss, mentioned Baroda 
ed. p. 89, note 3, kampita may be defined as follows: urogatal 
kampitah syat kampanat іш kalatrayam, “Kampita is situated in 
the chest. [It is produced] by a shake, lasting three kalas’. СІ. 
comm. of Abhinavagupta, 29, 49 (Baroda ed. p. 129). | 

MBrh. p. 36, ll. 16-17 defines this grace as follows: mandrasapla- 
mamadhye pavani(?) rodhena dvisruteh kampanat kampitas trikalah. 
yathá —sarigamapadhantsa kampitah, “ЇЇ one suppresses the аг 
(read: pavandrodhena), in the midst of seven low notes, kamfsta, 
consisting of three kalds, [is produced] by a shake of two Srutis. 
For instance: d-e-f-g-a-b-c-d. [This is] kampita”. 2l 

This alamkàra does not occur in the systems of SarnSR. and 
KuSR. In these treatises the term kampita indicates a gum 
shake or gamaka. СІ. Раг655. 1, 50; SarmSR. 3, 9I kn ps 
2, 3, 3, 5, Where kampita is defined as a shake in a de мыр à pas 
that is to say, іп the time of half a druta (quick note; С à puis 
Datt. 123-124). The gamaka 15 an interesting peres ; I 
it also represents a system of ape obw: : а без 

the alamkdra was а system (о Сесог ! 

MEE melodic motives—a system we may ан ыва aa ка 
—the gamaka was ornamentation in its ai A = , 
to say, a grace added to а particular note of y- 
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The alamkáras may be compared to a phenomenon of mediaeval 
European music, namely the Blumen (ie. elaborate ornamentations, 
sometimes consisting of long garlands of notes, called melismas), 
used by the Meistersinger to decorate their songs, while the gamakas 
are comparable to the graces of the modern European ornamentation 
system, which developed in the seventeenth and eighteenth century. 

The ancient system of alamkaras, still described by SamSR. and 
KuSR. in the traditional way, fell into disuse after their time. 
SomRV. т, 59-81 still mentions 34 of the classical alamkàras 
illustrating them with the same music examples as SàrnSR. VenkCP. 
3, 82 f£, evolving a system of 8 "well-known" (prasiddha) alam- 
karas, which are based on special tālas, determines 3, 81-82 the 
63 classical alamkàras of SarnSR. as follows: atha svarapariská rá n 
alamkára'n bracaksmahe | te ca trisastiy uditah Sarngadevena surina || 
81|| na te punar laksyamarge laksyante kutractt tatah |, "Now we 
wil speak about the alamkdras, which decorate the notes. Sixty- 
three are mentioned by the scholar Sarngadeva (81). They аге not 
determined by means of characterization anywhere afterwards”. 
DamSD. 1, 148 starts reproducing Sarngadeva’s system of alam- 
karas, but breaks off his discussion after the second example. 
CikAB. 2, 234-355 merely quotes BhN., SarnSR. and HarSS.; 
SriRT. does not mention the alamkaras at all, while TulSS. p. 
28-34 merely quotes SarnSR. 

The gamakas, on the other hand, which are not mentioned 
systematically by the ancient authors (NarS., BhN., Datt. and 
MBrh.), though they occur occasionally (cf. MBrh. 300, 305, 307, 
308), are defined and systematized by later authors. It is interesting 
to notice that authors like SamSR. and KuSR., who deal with 
both systems, that is to say, with the ancient alamkára system 
and the new gamaka system, no longer discuss the ancient kambtta, 
(ku)hartia (= kuhara) and recita as alamkaras, but mention kampita 
among the gamakas, omitting kuharita and recita. 

These three ancient alamkaras, viz. kampita, kuharita and recita, 
which, as they appear in the ancient treatises BhN., Datt. and 
MBrh, were atypical for the ancient figurative ornamentation 
System, since they were no stereotyped melodic motives, but mere 
Braces, namely shakes in the three voice registers, anticipated 


the later development of the gamaka system, which comprised 
several kinds of shakes like kampita. 
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The term ратара is defined PargSS. I, 47: svasruttstha nasam- 
bhitdm cha yam Srutyantard $rayám | svaro yad (!) gamayed gite 
gamako 'sau nirtifriah ||, “The note which, in a song, attains a 
shade (суа), which being produced on the place of its own ќи 
goes to another syuti, this one is considered to be ратаға”. Ассог- 
ding to ParsSS. r, 48 there are seven gamakas, viz. sphurtta, 
kampita, lina, tribu, аһайа, dndolita and tribhinna. This system 
is followed by SubhSD. p. 31. 

багп SR. 3, 87 defines gamaka: svarasya kampo gamakah srotrci- 
Hasukhávahah, "The gamaka (lit: "leading to clearness’, which 
may mean, that it accentuates or lays stress on a special note), 
which is a shake on the note, confers pleasure to the heart of the 
listener". Cf. KuSR. 2, 3, 3, 3. According to SarnSR. 3, 87 there are 
fifteen kinds of gamakas, viz. тфа, sphurita, kampita, lina, 
ándolita, vali, iribhinna, kurula, áhata, ullasita, plavita, humphita, 
mudrita, патйа and misrila. Cf. KuSR. 2, 3, 3, 3-5. Cf. also Powers, 
о.с., p. 127 ff. who explains Sárügadeva's gamakas. 

In the seventeenth century Somanátha developed a system of 
22 gamakas, which he calls v@danabhedas, ie. several ways of 
playing a musical instrument (in this case: the vina) Cf. SomRV. 
5, 15-16. For a musical interpretation of these gamakas see Powers, 
o.c., pp. 129 ff. and R. Simon, Die Notationen des Somanatha, in: 
Sitz. ber. d. philos.-philol. u. d. hist. КІ. d. K. В. Ak. d. Wiss., 
Jg. 1903, S. 447-469. This system is not followed by later authors. 
Cf. Powers, о.с., p. 13r. Nevertheless SriRT. (5), 86-87 mentions 
two gamakas, viz. udgharsana and avaghar:saņa, which remind 
us of Somanatha’s gharsana, and (5), 85, a gamaka called vikarsana, 
which may be connected with Somanatha’s vikar;sa. The other 
gamakas mentioned by this author, are partly borrowed from 
SàrSR. (humkyrta, humphita, tirapa and dhata) and partly invented 
by the author himself or borrowed from an unknown sOurce. 

VeükCP. reproducing 3, 119-121 Sárügadeva's system Г, = 
gamakas, starts his definition 3, 117 by quoting SarñSR. 3 i н E 
continues 3, 118 like ParsSS. I, 47: svi рала ME e 
ап уйфуа уйт api | cha уйт gamayatity esa gamakah фата avi 
"That one. which attains a shade, which moving Lr M DEP Z 3 

hr to another [śrut], is called gamaka . 
which is on its own place, goes to 2 ler follows Biss 

TulSS. pp. 179 f. quoting SamSR. and Ven . 


Sàrügadeva's system. 
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For the later development of the gamaka system we refer to 
Powers, о.с., pp. 131 ff. Even nowadays, South Indian musicians 
practise a gamaka system of ornamentation, in which the ancient 
kampita still appears as an important grace. Cf. Powers, o.c., pp. 
149 ff. 

"india Harita, which may be compared to kuhara (BhN.) and 

kuharita (MBrh.) is defined BhN. 29, 46 (Bombay ed. — Baroda 
ed. 29, 43): Ranthe niruddhapavanah kuharo пата jáyate, "When 
the air is suppressed in the throat (ie. in the medium register) 
the name kuhara appears’. Cf. the unclear translation of Ghosh, 
Transl. IL, p. 35, ch. 29, 47. This definition, which corresponds to 
Dattila's definition in ro6cd (second case) is also accepted by 
MBrh. р. 36, ll. 18-19 who explains: madhyamasaptake irisruteh 
kampanát trikalah kuharitah. yathà —sarigamapadhantsa kuharitah, 
“Kuharita, which consists of three kalas, [is caused] by a shake of 
three £rutis in the medium octave. For instance: d-e-f-g-a-b-c-d". 
This alamkàra fell into disuse soon after MBrh., since SarnSR. and 
KuSR. no longer mention it. 


106cd-107ab. recita. The same thing happened to this alamkara, 
which is only mentioned by BhN., Datt. and MBrh. BRN. 20, 45 
(Bombay ed. = Baroda ed. 29, 43) defines recita shortly: recttah 
Sirasi jfieyah, "Recita should be known as [situated] in the head". 
Cf. Ghosh, Transl. II, p. 36, ch. 29, 48. MBrh. p. 36, ll. 20 f. explains: 
tarasaptake trisruteh kampanat trikalo recitah. sarigamapadhanisa 
ғесИаһ, “Recita, which consists of three kalds, [is caused) by а 
shake of three $rutis in the high octave". The alamkàra called 
kramarecita, mentioned SarmSR. т, 6, ті-12, is not comparable 
to the ancient recita, since its definition is quite different. 


107с4. ѕапсагіѕатгауаһ, "connected with the unstable 
(заЯсағіп) [varna]". From verse 107 we may conclude that Dattila 
considered the five alamkdras, of which bindu is the first, that 
is to say, bindu (тоз), nivritapravrita (тоҙ), prenkholita (104), tára- 
mandraprasanna (104-105), mandratdraprasanna (105-106), as 
those alamkaras which are connected with the unstable (safica rin) 
varna. Bharata, however, mentions 13 unstable (saficdrin) alam- 
Кагаз. Cf. BhN. 29, 24-26 (Bombay ed.); Ghosh, Transl. II, p. 33, 
Ch. 29, 31-32. The Baroda ed. 29, 21-22 counts 14 unstable alam- 
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karas. MBrh. 128-129 (p. 43) omits nivritabravrita, recita, kampita 
and sama, though he has already defined these four alamkàras 
before, on p. 36. SarnSR. I, 6, 26-29 enumerates 25 зай carin 
alamkāras. The same number is mentioned KuSR. 2, 1, 3, 66-68. 


108. sarvavarnàérayàh, “connected with all varnas”: BhN. 
29, 33-35 (Bombay ed.) enumerates those alamkáras which belong 
to all varnas. Cf. Baroda ed. 29, 30-32; comm. of Abhinavagupta 
29, 41-43 (Baroda ed. pp. 128 f.); Ghosh, Transl. II, P- 34, ch. 29, 
39-43; MBrh. 133-134 (pp. 43 f.). It is quite possible that Datt. 108 
IS a COrrupt quotation of an ancient text, which may have been 
a different reading of the BhN. and which is also quoted MBrh. 
132, 133 and 134 (Datt. то8а = MBrh. 133a; Datt. 108b = MBrh. 
1324; Datt. ro8d = MBrh. 134d). 


109. tàla. According to Monier-Williams, Sanskrit-English Dic- 
tionary, p. 444 f. Ша may mean: palmyra tree or fan-palm (Во- 
rassus flabelliformis); palm of the hand (= tala) ; slapping the hands 
together or against one's arm; cf. tdlavddya, clapping the hands 
together; a cymbal; musical time or measure (-774, knowing the 
measure in music; -% а, accustomed to beat time in music). It is 
obvious, that in Datt. 109 tala is used in its general meaning of 
"musical time" or "time-measurement". 

Dattila only deals with the ma rgatala, the musical time belonging 
to the márga-music, i.e. the ancient, mainly religious style of music, 
which was handed down by BhN. (cf. Ргајђапапапда, Historical 
Development of Indian Music, pp. 65-67) As far as we know, 
the desitdla, the musical time of the desi-music (ie. the local style 
of music, which may have been more secular; cf. Prajnanananda, 
o.c., рр. 66 f.), was introduced for the first time by MBrh. in the 
chapter on the structure of a composition (prabandhadh ya ya), 

The ancient conception of mdrgatala only comprises five main 
tālas, viz. caccatputa and cacapufa (сі. comm. Datt. 123), salita pu- 
traka, also called фаЯсарат (cf. comm. Datt. 127-129), wdghafta and 
sampakkestaka., Cf. also BhN. 31, 1-54 (Bombay ed.); Ghosh, Tr ansl. 
II, pp. 53-60, ch. 31, 1-61; SarnSR. 5 (а ladh ya ya), 1-56 (margatàla- 

-43Q9: TulSS. рр. 160-166 (ch. 13). The 
prakarana), NandBh. (7), 430-439; PP. } | 
structure and meaning of these five metres will be discussed later 
on, in the commentaries on the Verses in which they occur. 
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The system of desitala, introduced by MBrh., was worked out 
by later authors as an elaborate system of metres. SarhSR. s, 
239-254 mentions the names of 120 tdlas, which he explains 5, 
261-311. NandBh. (7) 437-492 mentions 112 falas, of which the 
first five ones are the ancient smárgatülas, whereas the remaining 
107 tàlas, which were determined for the dance practice (cf. Introd. 
to NandBh. p. IX), correspond partly to the desttdlas of SarnSR. 

Besides, one should pay attention to some other meanings than 
the general meaning of the word tala, “musical time or time-measu- 
тетеп”, that is to say, to the meanings: "clapping of the hands" 
and “cymbal”. The musical instrument, called cymbal (tāla), 
which mostly appears as a pair of instruments, and which, in 
ancient times, was called samydtdla, still exists in modern times. 
Cf. C. Sachs, Die Musikinstrumente Indiens und Indonesiens, 
Berlin 1914, p. 19: "Die Klingelbecken sind in Vorderindien 
(sanskr. fala) ... bald wirklich plattrandig mit starkem Buckel, 
bald leicht gewólbt mit zentraler Spitze". Cf. also SarnSR. 6, 
1170 ff. describing tala as an instrument made of copper (kāmsya) 
which is purified (Sodhtta) in fire. In ancient times $amya and tāla 
may have also represented the clapping of hands, respectively of 
the right and the left hand, practised to mark the beat (cf. comm. 
Datt. 120). C. Marcel-Dubois, Les Instruments de musique de 
l'Inde ancienne, Paris 1941, p. 31 supposes that the instrument 
$атуйіа la was a substitute for the clapping of the hands: "Le nom 
d'une sorte de cymbales, ¢amyd-tdla, qui réunit les deux termes, 
сатуа et tala, que nous avons vus désigner respectivement le 
frapper de la main droite et celui de la main gauche, permettait de 
supposer que çamyd désigne la moitié droite et tala la moitié gauche 
des cymbales qui se seraient ainsi substituées aux battements de 
mains" and concludes on p. 29: “... les battements de mains 
disparaissent des orchestres de danse figurés dans l'art à partir 
du Vie siécle de notre еге environ, à l'époque ou précisement les 
cymbales font leur apparition'. Though clapping of hands may have 
disappeared from the pictures and sculptures, it is still used in 
modern music practice, in Which "Time is ordinarily beaten with 
the hand upon the thigh... emphasizing the sam slightly ..." 
(сі. Fox Strangways, Music of Hindostan, p. 209). Today the ordi- 
nary beat is called /d], a term which is identical to the ancient 
tala (i.e. the clapping of the left hand), while sam (the coincidence of 


COMMENTARY 319 


rhythms of singer and drummer or other accompanying instru- 
ments) may be compared with the ancient samnipdta (i.e. а clapping 
of both hands together). Cf. comm. Datt. 120-121. 

BhN. 31, 1 (Bombay ed.) starts his chapter on time-measurement 
аз follows: vadyam ій туа yanam proklam kalápátalaya nvitah (read: 
-anuitam) | kalds tasya pramadnam № vijeyam talayogatah ||, 
“The playing of instruments called ‘method of [playing] the musical 
instruments’ (ғуа-ауапа) is connected with time-unit (ald; cf. 
comm. Datt. rro) hand movements (fdtas which, indicating 
the beats, are comparable to the Western arsis and thesis, which 
are marked by the rise and fall of the hand(s) of the director of an 
orchestra; día lit. means “fall” which may refer to the fall of 
the hand; cf. comm. Datt. rxo) and speed (or tempo, laya; сі. 
comm. Datt. тїї and 151). People, who practise time-measurement 
(tala) should know that its standard is the kald (time-unit)”. After 
having defined kala and laya BhN. 31, 5 (Bombay ed.) concludes: 
halakdlapramdnena tāla ity abhisamjisiah |, "Because it measures 
the duration of the time-units, it is called tala”. 

JagSC. т, 43 defines tala: tdlasabdasya тран) pratistharthena 
dhátuná | gitam vádyam са nyttyam ca bhāti tale pratisthitam ||, 
“The word Ша is derived from the verbal root (dha) which 
[contains] its basic meaning. Vocal music, instrumental music 
and dance seem to be founded on tala’. Cf. NarSM. 2, 3, 48. 

Cf. also Раг455. 7, r: рат vadyam са туйат са layam tale 
virajate |, “Vocal music, instrumental music, dance and speed 
manifest themselves in / dla’. 

SarnSR. 5, 2 defines tala: talas talapratisithayam 18 dhátor Лай 
smrtah | gitam vadyam tatha nritam yates tale pratisthttam ||, “Тга- 
tionally, tala dwells in the palm of the hand (tala), that is to say, 
in ghañ (primary suffix-a- with à in the preceding syllable) of the 
verbal root (dhátw) Therefore, vocal music, instrumental music 
and dance are based on tåla’. | 

_ According to NarSM. 2, 3, 49-51 the йа comprised ten essentials 
or фуйтав, viz. kala, тағда, kriyā, айва, grha (= graha), Jun, 
Һай, laya уай and $rastáraka, which are defined 2, 3, 52-92. 

The con ception that time-measurement (dla) is the base of vocal 
music, ins rumental music and dance, is also found Sudhss. 2, 
5-6: gilam vidy am tatha nrtyam tlavarjam та Sbhate | S 
na melah syád ameld d avyavasthitih || 5 | ма rangam avyavastnato 


320 СОММЕМТАКҮ 


vind rangam kuto layah |[ауат vind na saukhyam syat tanmulam 
Ша ucyate || 6 ||, "Vocal music, instrumental music and dance аге 
not beautiful (ie. appear to disadvantage) without ‘fala. When 
tala does not appear, there is no basic scale (mela). Without mela 
there is no steadiness (s) Without steadiness there is no colour 
(ranga, which, in this case, may be used as an equivalent of rakis, 
"loveliness") Where is speed (Jaya) without ranga? Without 
speed (laya) there is no enjoyment. Tāla is called the root of it 
(ie. laya) (6)'. 


109-110. А he announced already in verse 44, Dattila omits 
now the discussion on the “methods of playing stringed instruments’ 
(421и), especially of the lute (vind), mentioned BhN. 29, 52 Ё. 
(Bombay ed.); Ghosh, Transl II, p. 40 ff., ch. 29, 82 ff., and the 
discussion on the wind instruments or hollow (susira) instruments, 
especially the bamboo flute (vam$a), explained BAN. ch. зо (Bombay 
and Baroda ed.). 


110-112. In these verses Dattila mentions the terms connected 
with time-measurement (tala). Some of them, viz. эра, апра, 
kala, laya and уай, correspond to some of the ten essentials (Arana) 
of tala mentioned NarSM. 2, 3, 51 (cf. comm. Datt. 109 tala). 
Dattila's prakaka (?) in 111d may be a wrong reading of Narada's 
фтаѕіа raka. Among the terms which according to Dattila are con- 
nected with tala, there are some, viz. parivarta, vastu, vidári, айра 
and гїн, which belong to the chapter on the structure of compo- 
sition (prabandha). 


110. kala. The time-unit (kala), which determines time-measure- 
ment (tala), is defined ВАМ. зі, 2-3 (Bombay ed.): ya laukikī 
kala Ка яла nimesas ca smrto budhaik | na sa tdlakala јӯеуа hy 
anyaisa tālajā kalā || 2 || nimesdh pañca vijüeyá gitakdle kalan- 
(ағат |, “The common kala, which, traditionally, is mentioned by 
the experts (together with) kdsthd and nimesa, this one should 
not be regarded as the kala of time-measurement. The Рай, con- 
nected with time-measurement, is different (2). In musical time, 
the interval of time between the lás should be considered [to 
consist] of five nimesas (a moment; lit. twinkling of the eyelids)”. 
Cf. Ghosh, Transl. ЇЇ, р. 53, ch. 31, 2-3. 
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The unit of time (kalá ), however, may vary in the different 
styles. In this way, BhN. 31, 5-6 (Bombay ed.) distinguishes three 
kinds of Раа in the citra, vrtti and daksina styles (marga; cf. comm. 
Datt. 43) trivdhd sã ca vijüeyá trimadrganiyama budhath || 5 || 
cire duimatra kartavya urttau sã dvigund 5туйа | caturgund daksine 
sydd йу evam trividha kala || 6 j|, "It (i.e. the Ada) should be con- 
sidered by the experts to be of three kinds and to be determined 
by the three styles (5). In the citra style (i.e. mainly instrumental 
style) it should be practised as consisting of two mdtrds (short 
time-units; cf. comm. Datt. 111); in the гу style (in which instru- 
mental and vocal music are of equal importance) it is traditionally 
twofold (Le. 2 x 2 mairas = 4 mátrás) In the daksina style (i.e. 
mainly vocal style) it should be fourfold (ie. 4 X 2 mairas = 8 
mátra s) Such are the three kinds of falas (6)”. 

Dattila himself defines the Aald in 114-117. Compare MBrh. 
р. 50, ll. 5-7: citre caikakale eva talah rkah (?) tam (°) duimatrs- 
kaprayoga d varttike dvikala eva tálah caturmatrikaprayogad daksine 
catuskala eva Шаһ astamatrikaprayogad dui (?), "In the cttra- 
style, which contains one Aald, the time-measurement (tala) is 
[realized] by applying two time-units (mdirds), in the vyt# style, 
which consists of two alas, the tāla is [realized] by applying four 
mátrás, and in the daksina style, which consists of four falas, the 
tala is [realized] by applying eight matras”. 

According to JagSC. 1, 51-54 there were six styles, each of 
which had a different kala: daksino varttika$ citras tata$ citrataro 
matah | tathà citratamas ca 5у44 aticitratamah parah || 51 {| sad evam 
Байда márgás tatsvarūpam mru yate | astamatra kala (Леуі marge 
daksinasamjnake || 52 || vartike syac caturmatra kala cure dvimatri- 
kā | māirā citratare са syad ardha ciratame шаһ |153 M ён ш 
tame marge kala tu drutasampnital, “Daksina, varttika, cura, — 
lara, citratama and also aticitratama (51), thus the six styles are 
called. The specific form of each of them will be determined. Ды 
kala should be considered to consist of eight matras in the style 

: irit tyle] the kala consists of four 
called daksima (52). Іп the vartika [sty j tee en eee 
máirás, in the cifra [style] of two matra s; it 1s lone matra d усы 
citratara [style] and half a таға in the citratama ies E: ry Ed 

e 4 .e. 
aticitratama style, however, the kala 16 calet а és Nu" 
laghu or short б; сі. comm. Datt. 123: gur, гари 


a . - > H les 
the ancient division into three styles, 
ParéSS. 7, 14-15 follows the | A 


322 COMMENTARY 


cra, (anu)vartika and daksina, in which the kala respectively 
contained two, four or eight mdiras. 

SàrnSR. 5, 10-11 distinguishes four styles, each of which having 
a different kala: mārgāh syus tatra сайуйто dhruvas cttrag са 
vartikah || xo || daksinas сей tatra syad dhruvake тапка Каја | 
Sesesu due catasro 'staw kramán matrah kala bhavet || ті ||, “There 
are four styles, viz. citra, varttka (10) and daksina. In the dhruva 
[style] the time-unit (kala) is опе тара. In the remaining [styles] 
the kald is, respectively, two, four or eight mdtras (11)”. 

NàrSM. 2, 3, 56-59 following the tradition of JagSC., but con- 
fusing the six styles of this author, says: daksino varhkas сайта 
{айа cttravicttrakah | tathá cttrataras іш sydd attcitrataro matah || 
56 || sadavah (read: sadvidhah) kathito margas tasya ru фат mirü- 
$yate | etad eva náradasya matam istam. yatha kramam ||57 || asta- 
таға kala jneya marge daksinasam jfiake | varitkasya tu caturmatra 
kala сита dvimátrikà || 58 || душа citratare tasya laghus citrataro 
matah | aitcitrataro (?) márgakalá$ ca drutasamjnikah (?) | 59 ||, 
"Daksina, vārtika, citra, vicitraka, cttratara and aticitratara (56). 
Thus the six kinds of style are called. Their form will be deter- 
mined. This is regarded as the view of Narada, in due order (57). 
Тһе Kala should be considered to consist of eight элаға in the 
Style called daksina; the kala of the varitka [style] consists of four 
matras, that of the citra [style] of two mairds (58); it is а druta 
in the cttratara [style]. Its laghu is considered to be cifratara (2). 
The kala of the atictitratara style 15 called druta (59). 

We should bear in mind that the meaning of the ancient kala is 
ambivalent. On the one hand it is а varying time-unit, which, in 
different styles, may be equated with different fixed time-units 
(matra, guru, laghu, druta, etc.). On the other hand it is a fixed 
time-unit itself, equal to a long note (guru) or to two matras. Ct. 
Grosset, Inde, p. 298, col. т: "En méme temps qu'il (ie. the kala) 
désigne la mesure, il est donc encore synonyme de guru, note longue, 
c'est-à-dire de temps double". It is not only in Sarmgadeva’s times 
that this ambivalence appears. We may even notice it already in 
Bharatas times. When BhN. 31, 27-28 (Bombay ed.; Ghosh, 
Transl. II, p. 57, ch. 31, 26-28) says that the three varieties of the 
fourfold (catwrasra) tala сайсайфша (= сайсӣ puta; cf. BhN. 31, то, 
Bombay ed. and Ghosh, Transl II, p. 55), which consists of two 
long notes (guru), one short note (laghw) and one prolongued 
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note (pluta), 5515 = --v —, respectively contain four, eight 
and sixteen kalds, the kald is a fixed time-unit, equal to a guru = 
two dirás, since the duration of the simple form of caficatputa 
5515 may be equated with four gurus. BhN. 31, 5-6 (Bombay 
ed.), however, mentions three different kalds in the three styles, 
citra, urth and daksina. The changing value of the kala is most 
conspicuous in JagSC. and NàrSM., where the kalá, in some cases, 
may be equated with a druta (= half a laghu). 

In later music practice, that is to say, after Sarhgadeva's time, 
the ald fell into disuse, since it was по longer used as time-unit. 
Whilst in the ancient mdrgatdlas (сі. comm. Datt. xog tàla) both 
the kala and the mátrá are used as time-units, in the later desitálas 
(cf. comm. Datt. 109 tala) the mátrá is the time-unit. 

pata. Time-measurement (tala) is indicated in two Ways, viz. 
by audible and by silent movements of the hand. The audible 
movements of the hand, called pdtas (lit. falls; cf. comm. Datt. 
109 tala), may have been claps of the hands. Datt. 120-121 mentions 
three kinds of clapping, viz. Samyd, tāla and sannipáta. ВАМ, 
31, 36-37 (Bombay ed.; Ghosh, Transl. II, p. 58, ch. 31, 39-40) 
distinguishes four pdias, viz. $asnyá, tāla, samnipáta and dhruva. 
For further explanation see comm. Datt. 118-122 and 120-121. 

padabhaga. This term, which may indicate the division into 
several parts (Ва ра) of a foot or quarter of a verse (pada), or a part 
(блара) of а foot or quarter of a verse (pada), is not clearly defined 
in the ancient texts. According to BhN. 31, 5x (Bombay ed.) the 
padabhaga is measured in kalds: dvtkalas$ catuskalag ca padabhagals 
prakirtitah || 51 ||, "They say that the padabhaga consists of two 
halas and of four kalās”. Cf. SamSR. s, 20-21. Sometimes the 
term ра dabhága replaces kala as changeable time-unit in the E 
styles (/nárgas), citra, vriti and daksina. If the padabhaga se to 
consist of a special number of kajás, in that case the ep ‚дра 15 
the changeable time-unit, which is elsewhere called hald (cf. Svein 
Datt. rro kala), while this time kala is the fixed. time-unit consis T 
of two та s. Cf. Datt. 130-131 where the pddabhagas аге said to 
consist of two mdirds and Datt. 135 where the pddabhagas are 
— p е) 298, col. I and 2 explains the padabhaga by 

harus “mesure” or bar, which corresponds 
ч: нң. ийрүү erin, Vil Geman г ет 
to the modern Indian vibhága or subsection. Ul. Gos ; 
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of Indian music, p. 165, ll. 8 f.; Popley, The music of India, p. 75, 
ll. xf.; Fox Strangways, Music of Hindostan, р. 205, note т. 


111. matra. The ancient time-unit, which is still used at the 
present time, is defined BhN. 31, 3 (Chowkhamba ed.: cf. Baroda 
ed. vol. IV, p. 153, note 6): ntmesa h panca тата sya t тайа yogát kala 
smriā, "The matra consists of five nimesas (moment; lit. twinkling 
of the eyelids). According to the tradition the kala [springs] from a 
combination of md@irds’. Cf. Ghosh, Transl. II, p. 53. The Bombay 
and Baroda editions, however, give a different reading, according 
to which‘‘the interval of time between the 8/45 should be consid- 
ered [to consist] of five nimesas". Cf. comm. Datt. rro kala. 
Whereas the kalá may change its duration in the different styles, 
the mdid is a fixed time-unit, used as a standard to measure the 
notes (pluta, guru, laghu, etc. cf. comm. Datt. 123-124) and the 
changeable ala. 

VisnudhP. 19, 5 defines the mata as follows: pancalaghvaksa- 
rocca ranakalà така, “Mdtrd is the time, which is required to 
pronounce five short syllables’. Cf. Daniélou, Textes des Purana 
pp. 146 f. 

When Dattila himself determines the mdfra m verses I17bc- 
118а:“Тһе common mdird does not appear here, but the fivefold 
one. By it the measuring of the kala is realized", he may refer to 
the five short syllables or to the five %%7и2545, since both of them 
are considered to be the constituting elements of the maíra. 

Compare JagSC. 1, 49-50: laghvaksara nām pan candm татат 
uccarane hi yat || 49 || tatpramána parijneya тайа tà lagata budhaih |, 
“Тһе duration of time [which is required] to pronounce five short 
syllables (49) is regarded by the experts as the matra, which appears 
in music”. Cf, also ParsSS. 7, 13-14. 

багА5К. 5, 16 follows this tradition: paficalaghvaksaroccdramita 
matreha kathyate || 16 || апауа mdtraydira syat laghugurvadtkal- 
pana | "The юй, in this case, is said to be measured by pro- 
nouncing five short syllables (r6). By this matra laghu, guru and 
the other notes are determined”. 

Kallinatha commenting upon SamSR. 4, 233-241 (vol. II, p. 
295, ll. 7f. of the comm.) draws a clear distinction between the 
matra of the poetical metre and the жа of the musical metre, 
Saying: chandogatatvàád eva mdtrasabdena laghvaksaram ucyate. 
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lálagatatve tu — pasicalaghvaksarocca ranasitakálo drastavyah, “In 
connection with poetical metre a short syllable is meant by the 
word юна. In connection with the musical time-measurement 
(ала) it (ie. the таға) should be regarded as the time measured 
by pronouncing five short syllables”. 

NarSM. 2, 3, 60 gives а wrong reading of the classical definition 
of maira mentioned JagSC. 1, 49-50 апа Раг555. 7, 13-14. Cf. also 
SudhSS. 2, 13-14. 

In ancient Indian music the fixed time-unit mdird is equivalent 
to a short (laghu) note. Since the value of the notes changed in the 
course of time, the unit of time changed too. Cf. Gosvami, o.c., 
р. 168 mentioning a laghu note of 3, 4, 5 and 9 matrás. Bake, The 
music of India, in New Oxford History of Music, I, p. 218 confirms 
that “the unit is nowadays the anudruta, no longer the laghu” and 
p. 219, that "the term guru and pluta seem to have fallen out of 
use". 

A similar development may be noticed in European music. 
Whilst in the music of the Middle Ages and Renaissance the note 

Бі called brevis (ie. short note, comparable to the Indian /ag/iu) 
was the basic time-unit, in later music, that is to say, after the 
Renaissance, the smaller notes, viz. the minima (= 2), the 
semiminima 4 or 4 (= d) and the fusa or t= a) became 
time-unit, for instance: d in 2time:| d d borin 2 tim e dc d |; 
Jin ііте:| ddl or in f tim e : |J Jj |, an 2 ша ane 
id od! , or in g time ig 4244 4 l, шее. 
written: | JJ 2 dg 41- Like the long note (guru) е. е 
long note (pluta) of Indian music, the European longa = 
and maxima [—] аге mo longer used in modern us efus a 

parivarta. Ghosh, Transl. II, p. 73. ch. 3r, 172 amd 
term parivytta, "repetition". (Since this verse does no =. it) 
the Bombay and Baroda editions, we are not able ч. m а] 
This parivirtta may be an equivalent a par йаза, w ші „йч 
“revolving, revolution, return, exchange . P pisi n UM 
5, 208 to indicate the succession or exchange of t E UE € 
СЕБЕ ЫП (kandika) in the vardhamána song. Cf. BhN. 31, 21 

2 Transl. p. 69, ch. 31, 139-137 
and 139 ff. (Bombay ed.) Ghosh, 


and p. 71, ch. 31, 154 ff valent of the term parivartana, which 


l а гч] Еи P p ávrttah padabhagadeh parivartanam 
15 e e . р » 
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ssyate |, "Parivartana is considered to be a repetition of padabhdgas 
(cf. comm. Datt. 110 $ádabhaga), etc.". 

BBN. 32, 421-422 (Bombay ей. ; Ghosh, Transl. П, p. 154, ch. 32, 
471-472) mentions parivarta in connection with the grahas, i.e. 
ways in which the drummers start their playing (cf. Ghosh, Transl. 
П, p. 183, ch. 33, 180 ff.). The fourth parsvarta is said to be suitable 
for the graha. Ghosh, Transl II, p. 154, note 471', opines that 
parivaria "probably means “а single performance of a song’ when 
it is repeated’, BhN. 34, 166 (Bombay ed.; Ghosh, Transl. II, 
р. 184, ch. 33, 187) states: abhandenatva ganasya parwartam 
prayojayet | tasyante samnipate ca karyo bhandagraho budhath ||, 
"One partvarta of a song should be performed without drums 
(bhànda, which lit. means “pot, vessel’, may especially indicate 
drums, whilst dfodya is the term for a musical instrument in general). 
At the end of it, on the samnifata (a special audible beat, which 
in modern Indian music practice is called sam; cf. comm. Datt. 
IIO pata and 121 sannipata), the experts should start their playing 
of drums". 

This musical $artvaría may be connected with the parivariana 
or parivarta (ie. "walking round" on the stage), mentioned BhN. 
5, 14 (Bombay ed.; Ghosh, Transl. I, p. 77, ch. 5, 12-15) as a part 
of the preliminaries (purvarariga) of a play, and defined ВАМ. 
5, 24 (Bombay ей.): yasmac ca lokapdlandm parivriya caturdisam || 
vandanáni prakurvanti tasmac ca parivartanam ||24 ||, "The walk- 
ing-round (pPartvartana) is so styled because in it the guardian 
deities of different worlds are praised [by the director] walking all 
over [the stage]" (Ghosh, Transl. I, p. 79, ch. 5, 23-24). Four such 
“walking-rounds” ($arivariana) and а "'walking-round-dhrwvá- 
song" are explained ВАМ. 5, 63-92 (Bombay ed.; Ghosh, Transl. I, 
рр. 84-89, ch. 5, 65-100). 

Compare also comm. Datt. 169ab. 

vastu, cf. comm. Datt. 139-140. 

vidari, cf. comm. Datt. 48 ja and raga p. 187; бо widari 
and 142 7441. 

anga, cf. comm. Datt. I44-151ab. 

la ya, cf. comm. Datt. 151cd-152a b. 

pàni, cf. comm. Datt. r52cd; 153. 

yati, cf. comm. Datt. 154-155. 

prakaka (?) may be a wrong reading of Narada’s prastaraka 
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(cf. comm. Datt. IIO-II2). А frastáraka or prastara is an elabrate 
expostion of the relative values of the notes and of the divisions 
of a long note into several short notes (cf. NàrSM.2, 3, 89-100 and 
SudhSS. p. 20). 


112. vajra. BhN. ar, 194-196 (Bombay ed. — Ghosh, Transl. 
II, p. 78, ch. 3x, 227-228) mentions vajra as one of the twelve 
limbs (anga) of the ovenaka song (gita) Cf. багА5К. 5, 43- 45. 
For the structure of this rhythmical section see comm. Гай. 206 b, 
vajra. 

giti, cf. comm. Datt. 237cd-240ab. 

marga, cf. comm. Datt. 115-117; cf. also comm. Datt. 43 
vritayas and тто Bala. 


113-114. Ауара, niskráma, viksepa, ргауе4апа, батуда, 
tala and sannipáta will be discussed Datt. 118-121. 

kala, cf. comm. Datt. rro Аай. 

nimesa, “twinkling of the eyelids’, cf. comm. Datt. 110 kala 


and III жэза. 


115-117. kala. For the duration of the sald in the three styles 
(тағра) citra, varttika and daksina compare comm. Datt. 110 Auld’. 

laya, cf. comm. Datt. 151cd-152ab, where the three Speeds 
(laya) druta, madhya and vilambita will be discussed. | 

татра. For the three styles (márga) cttra, ға rihka and daksina 
see comm. Datt. 43 urttayas, explaining the three styles (u;ttt), which 
sometimes are called margas. It is interesting to notice the following 
facts: In the citra marga, the style in which the instrumental music 
prevails, the speed (/ауа) is quick (druta = tempo allegro or presto), 
while the kald merely consists of two watas. In the кия Meum 
the style in which instrumental and vocal music are 0 equal 
importance, the speed is moderate (madhya = tempo moderato), 
while the kald consists of four matrds. In the daksiua таура, the 
style in which the vocal music prevails, the speed is slow eere 
= tempo lento, largo or adagio), while the kala consists о ci 
жауа. So in a slow speed more matras are арыстары іп — 
than in a quick speed. A singer would not be able to execute s 

А > if the speed were not slow. Instrumental 

many notes іп one kal, if the spee 
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music, on the other hand, would be rather annoying with such a 
small number of notes in one ald, if the speed were not quick. 

In European music we may notice a similar phenomenon. In 
an adagio (slow movement) more notes appear on a time-unit 
than in an allegro (quick movement). For instance, in an adagio 
л еа J|, the quarter note J, which, in this case, is time- 
unit, may be divided as follows: 


j = 2 = пп ST - 
етте 


In ап allegro of the same beat such a division of the time-unit 
would be impossible. In this speed the following division 15 common: 


J = J2 = 4223 


The thirty second note {hardly appears at this speed. In а presto, 
which is quicker than an allegro, sometimes only quarter J and 
eighth J notes appear. In a moderato and an andante, both of 
which may be considered as moderate speeds, the following 
division is quite common, when the beat is the same: 


d= 44 = JJ =ч 


laukiki, “common”. Cf. Datt. 4 loka, “common practice’. Cf. 
also ВАМ. 31, 2 (Bombay and Baroda ed), who mentions lauktht 
in connection with the ald. For the translation of this verse see 
comm. Datt. 110 kala. 

matra, cf. comm. Datt. III. 

paficaguna, "fivefold' may refer to the five constituent 
elements of the musical тағ, that is to say, to the five nsmesas 
(“twinkling of the eyelids”) mentioned ВАМ. 31, з (Chowkhamba 
ed.; cf. Baroda ed. vol. IV, p. 153, note 6) or to the five short 
syllables (laghu) mentioned VisnudhP. 19, 5; SamSR. 5, 16; etc. 
Cf. comm. Datt. ІІІ mátra. 


118-122. In ancient Indian music practice time-measurement is 
indicated by two kinds of hand-movements, viz. silent (nthsabda) 
and audible (Sabdena samyukta). The four silent hand-movements, 
viz. дуйра, niskra ma, viksepa and pravesa, are discussed Datt. 
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118-120. The three audible hand-movements, also called pais 
(clapping of the hand; lit. fall), viz. Samya, tdla and samntpdata, 
are explained Datt. 120-121. This ancient system of time beating 
has not completely disappeared, since some hand-movements, which 
we will discuss later on separately, are still used in modern times. 

The pata is defined VayuP. 87, 41cd: samkhya yopohane таға yas 
tat pata itt smrtam, “Traditionally, the ata is identical to the 
number of màtrás, which appears in a rhythmical exposition of the 
theme (upohana; cf. Daniélou, Textes des Purana, p. 99, note r)”, 
which means, that on each юға one påta is executed. Cf. VayuP. 
87, 41ab: jfátenaikena таға yam padanam upavartanam, “Ву 
one pdta on [each]matra the verse-quarters аге produced" 
(upavartana lit means: exercise). Cf. also comm. Datt. rro pata. 


118. ауара. The first silent hand-movement, called dud pa, is 
defined BhN. зі, 33 (Bombay ed.) wá nd vigulisamkoca dlapa 
(read: dvápa) iti samjnitah |, “Avdpa, one should know, means 
contraction of the fingers [of the hand with the palm) upwards’. 
Ghosh, Transl. II, p. 58, ch. 31, 34-36, translates: "The 4ғафа 
is the curving of fingers pointing upwards . . `”. 

Pàr£SS. z, 7 quotes Dattila's definition of ауа фа. | 

SarhSR. s, 7 defines дойра: 4о4 фаз tatra hastasyotta nasya siguli- 
kuñcanam |, "In that case, avapa means а bend of the fingers of the 
hand with the palm upwards". Daniélou, Textes des Purana, 
p. 149, translates: “lever le poing fermé". | 

С. Marcel-Dubois, Les instruments de musique de l'Inde ancienne, 
р. 26, probably quoting SarnSR. 5, 7 explains дойра as follows: 
"la main à plat, paume en dessus, doigts repliés". According to 
this author Pl. I, 1 (Bharhut, 2nd cent. B.C.; сі. РІ. XXXIII, 
2 Orchestre de palais, Bharhut, d'après Bachhofer, Early Indian 
Sculpture, fig. 23) is an example of this hand-movement. 


119. niskr ama. The second silent hand-moyement, ж 
nisrdma, is ddined BhN. 3r, 33 (Bombay and E CN p 
niskrámo 'dhogatasya syád angulinam prasaranal, Ns'r та 

[produced] by the stretching of the fingers of the [hand] pointing 


downwards". Ghosh, Transl. П, p. 58, ch. 31, 34-36 — 
"The тарға та is spreading out the fingers [of the palm]turne 


downwards". 
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ParéSS. 7, 8 quotes Dattila’s definition. 

SarnSR. 5, 7 defines siskrá ma: nigkrümo ‘dhastalasya syád 
angulinàm Prasáranam, “Niskra ma is the stretching of the fingers 
of [the hand with] the palm downwards’. Daniélou, o.c., p. 149 
translates: "abaisser la main ouverte". Marcel-Dubois, o.c., p. 26 
quoting SamSR. 5, 7 explains miskrá ma: "la main à plat, paume 
en dessous, doigts allongés”. 

viksepa. The third silent hand-movement, called vtksepa, 
is defined BhN. зі, 34 (Bombay ed.) tasya dakstnatah Керо 
viksepa itt samjnitah |, "Viksepa is known as а swift movement 
of it (ie. the hand) to the right side". Ghosh, Transl. II, p. 58, ch. 3r, 
34-36 translates: "Swiftly moving that (ie. the palm turned 
downwards) (sic!) to the right side is the usksepa’. 

Раг555. 7, 8 quotes Dattila's definition. 

SarnSR. 5, 8 defines viksepa: Керо daksinapd rsvasyottanasya 
prasrtā nguleh | viksepo, "Viksepa is a swift movement of [the hand) 
to the right side, (with the palm] upwards, with stretched fingers". 
Daniélou, o.c., p. 149 translates: "lever la main ouverte vers la 
droite". Marcel-Dubois, o.c., p. 26 quoting SàrnSR. 5, 8 explains: 
“Та main dirigée vers Ja droite, paume en dessus, doigts allongés’’. 

This ancient silent hand-movement has its counterpart in our 
times: the empty beat of modern Indian music practice, called 
khali, which is executed in the same way as the ancient hand-move- 
ment, that is to say, as a wave Or sideward movement of the right 
hand. Cf. Popley, The Music of India, p. 77; Gosvami, The story 
of Indian music, рр. 164 f.; Fox Strangways, Music of Hindostan, 
p. 209; comm. Datt. 134cd-135ab. 


120. pravesa. The fourth silent hand-movement, called pravesa, 
is defined BhN. зі, 34 (Bombay ed.): nivartanam ca hastasya 
praveso ‘dhomukhasya tu || "Prave$a [means] turning back the 
hand with the palm downwards”. Ghosh, Transl. II, p. 58, ch. 31, 
34-36 translates: “Pravesa is the drawing away of the palm turned 
downwards”, 

Рат555. 7, 9 quotes Dattila's definition of this hand-movement. 

бага SR. 5, 8 defines pravega: 'dhastalasyásya pravego 'nguli- 
kufijanam (read: -kwücanam) || "Praveía is a contraction of the 
fingers of the [hand] with the palm downwards”. Daniélou, о.с., p. 
149 translates: "abaisser le poing fermé'. Marcel-Dubois, o.c., р. 
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26 explains: “la main tournée vers la droite, paume en dessous, 
doigt repliés’. 

For the application of these four silent hand-movements see 
comm. Datt 131-137; BhN. 31, 41-50 (Bombay ed.); Ghosh, 
Transl. II, pp. 59 f., ch. 3r, 48-58 and especially SarnSR. 5, 26-38, 
where the abbreviations (for instance: 4 — ауара; ni = nişkra ma, 
etc.) of all hand-movements, both the audible and the silent ones, 
practised in the three varieties, viz. ekakala, dvikala and catuskala, 
of the five ancient márgatálas are enumerated. 

Samya. The first audible hand-movement, called батуда, is 
defined BhN. 31, 37 (Baroda ed.): savyahastantpatah syac спатуа, 
"Samyá is a clap (lit. fall) of the right (savya usually means "left") 
hand". Ghosh, Transl. II, p. 58, ch. 3I, 39-40 translates; “The 
Samyd is of the right hand". 

ParsSS. 7, 9 quotes Dattila's definition of this hand-movement. 

SarnSR. 5, 9 states: samya daksinahastasya, “Затуа is a [pata] 
of the right hand". We may explain the audible pdtas, saya, tala 
and samnipdata, as hand-clappings. Daniélou, o.c., p. 149 translates 
SarnSR. 5, 9 as follows: "battre avec la main droite”; cf. Marcel- 
Dubois, o.c., p. 26:''un frappé de la main droite"; cf. also Marcel- 
Dubois, o.c, p. 31, where $a»myd is regarded as the right one of a 
pair of cymbals, called $amya-tà ia, which, as this author supposes, 
came to substitute the hand-clappings. It is, however, not quite 
right to suppose that the audible hand-movements disappeared 
completely from music practice, since some of them, that is to 
say samnipá ta and tala, still exist in modern times as sam and (di. 

At the moment I am not able to find a modern CouhRterpart of 
the ancient Samyd. 

tala. The second audible hand-movement, called tala, is defined 
BBN. 31, 36 (Bombay ed.): nālaś (read: talas) ca vamatah, “The tala 
is [a pata] of the left hand’’. Cf. Ghosh, Transl. II, р. 58, ch. 31, 39-40. 

Раг455. 7, 9 quotes Dattila's definition of this hand-movement. 

SarnSR. 5, 9 states: і4і0 vdmakarasya (ie: ua mahastasya) ѓи, 
“Tala is [the pata] of the left hand’. Cf. Daniélou, о.с., р. 149; 
“battre avec la main gauche” and Marcel-Dubois, о.с., р. 26: 
“un frappé de la main gauche’. | 

The ancient audible hand-movement іа, which may have been 
a clap of the left hand, 15 comparable to the beat or {4 of modern 
Indian music practice, though the latter is performed as a slap 
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of the [right] hand on the thigh. Cf. Fox Strangways, о.с., р. 209; 
comm. Datt. 109, tala. Gosvami, о.с., p. 164 defines this modern 
tala as follows: “Тһе stress falling at some well-ordered intervals 
is called tala or beat”. 

For Ша as a musical instrument, that is to say, as a cymbal see 
comm. Datt. 109 tala. 


121. samnipdta. The third audible hand-movement, called 
samnipáta, or, in its shortened form (cf. SamSR. 5, 28 ff.), sam, is 
defined BhN. 31, 37 (Bombay ed.): hastayos tu samah patah samni- 
pata itt smirtah|, "Traditionally, samnipáta is a clapping of both 
hands together’. Cf. Ghosh, Transl II, p. 58, ch. 31, 39-40. 

ParsSS. 7, то quotes Dattila's definition of this hand-movement. 

SamSR. s, Io states: ubhayoh samnipatah syat, “Samnipata 
is (а pata] of both [hands]". Cf. Daniélou, o.c., p. 149: "battreavec 
les deux mains"; Marcel-Dubois, o.c., p. 26: "un battement faisant 
frapper les deux mains l'une contre l'autre". 

The modern Indian counterpart of this ancient audible hand- 
movement is the stressed beat, called sam, on which the vocal or 
instrumental soloist and the accompanying instruments come 
together at the end of a musical phrase. Cf. Fox Strangways, o.c., 
pp. 208 f.: "The first of the bar, which bears the musical accent, 
is called sam ('complete', or ‘total’), because at that point the two 
independent rhythms of singer and drummer from time to time 
coincide. Time is ordinarily beaten with the hand upon the thigh 
(the singer is invariably seated), emphasizing the sam slightly ...”’. 
Gosvami, o.c., p. 164 defines the modern sam as follows: "Sam 
Б the point where the tala ends its course, on which the singer or 
instrumentalist also converges one of the circles of his rhythm 
either with the vidi or samvádi or the tonic" (for 94419 and sam- 
vádsn cf. comm. Datt. 18). 

trayah pàtàh, "three pdtas’’. In this context Dattila mentions 
three ф4/а5. According to ВАМ. 3r, 31-32 (Bombay ей. = Ghosh, 
Transl. II, p. 57, ch. 31, 32-33), however, there were four audible 
hand-movements, the fourth one of which was dhrwvapáta. This pata 
Is referred to by Dattila in a different context, that is to Say, in 
connection with the styles (márga) Cf. comm. Datt. 240cd-241cd, 
dhruva, mátrika. 

BhN. 31, 37 (Bombay ed. = Baroda ed. 3r, 38) though not 
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clearly defining this hand-movement, says: kald yd trividhd prokta 
tasyah фай dhruvah smytah ||, "Dhruva is traditionally а pata of 
the Ааа, which is said to be threefold” (cf. comm. Datt. тто, kala), 
Ghosh, Transl. IL р. 58, ch. зі, 39-40 probably translating a 
different version, which is mentioned Baroda ed., IV, p. 172, note 
I and 2, says: “... the dhruva is stopping (lit. falling) for a таға, 
and it makes for the way of the rágas, and moreover the placing 
(lit. falling) of the three kalās mentioned before, is also called 
dhruva". Cf. comm. Datt. 240cd-241cd, dhruva; mdtrika. 

SarmmSR. 5, 9 defines the dhruvapdta: dhruvo hastasya Patah 
syac chotikaSabdapurvakah |, “Dhruva is a pata of the hand. It is 
connected with the word соба" (ie. snapping the thumb and 
forefinger). Simhabhüpàla on SamSR. s, 6-11 explains chotiká: 
angust hamadhyama ngulitalasamyogena Sabdotpátanam, “The sound 
which is produced, if one brings together the thumb and the middle- 
finger in the palm of the hand”. Daniélou, о.с., p. 149 translates: 
"battre avec le petit doigt". Marcel-Dubois, o.c., p. 26 explains: 
"une frappé de la main en faisant claquer le pouce et l'index". 

The dhruvapata may have been especially meant for indicating 
the méatra’s, the smallest time-units of the ancient »:árga-music, 
since SarnSR. s, 12-15 describes a method according to which 
each mátrá is indicated by a special hand-movement. Cf. SarnSR. 
5, I2: dhruvaká sarpini krsnd padmini ca visarjita | uiksipia khya 
jatákd ca тайға уай фаша slami || 12 || saSabdd tu dhruva јлеуа 
бауріпі va magámini | krsna daksinato gantri padmini sydd adho- 
рай || 13 || visarjita bahir yata viksiptäkuñcandtmikā | fata ka tūr- 
dhvagamandt файйа karapatanat || 14 || dhruvapáte prayojys ta 
navapadau kadā cana |, "Dhruvaká, sarpint, krsna, prenons, aia 
jitā, viksipta, pata kā and the eighth mata раша (12). Dhruva 
should be understood as being with a [firm] sound (dhruva means: 
constant, fixed); sarpint as relating to the left [hand], Аузна ра 
relating to the right (һапа), padmini as moving downwards d e 
visarjitd as moving outwards, viksipta as consisting In à 4 ak a 
patākā as rising from an upward movement, рама el prea 3 
fall of the hand (14). They should be practised in рези ir iL ar 
not in case of айар a (ie. the first one of the silent hand-mov 1 , 

жеч“ s ting balas in the catuskala variety of 
wh'ch is especially used for counting pow 

: cd-137ab; багиВ. 5, 32 and 
the тағай аз; сі. comm. Datt. 135091372. 
48) etc.”. СЕ NarSM. 2, 3, 68-71; MBrh. 178-191. 
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Compare also Рат555. 7, 11-13: ghanábhigháto dhruvakah sarbiny 
agre prasáritá || ті || krsya Рийсапатйіға са bandhákárá ca bandhini | 
visar jitoparisthena viksiptotlànava matah || 12 || #rdhua ngulik pataka 
зуй? файа atita punah |, "Dhruvaka is that one of which there is 
a firm beating, sarpini [means] stretched forwards (or upwards) 
(тт); Еузуй is determined by a bend; bandhtni is that one which 
produces binding; visarjiíà [is caused] by an upward gesture; 
viksipta [means] stretching of the left [hand] (12); Pataka [means] 
with the fingers upwards, and фай/а [means] falling’. 

In each of the four styles (márga) distinguished by Sarngadeva, 
special atras are used. Cf. SarnSR. 5, 15-16: dhruvaká patitd citre 
vartike іш ddime ubhe || 15 || antye dve ca prayoktavye kramaád astaw 
са daksine |, “Тһе dhruvakad and fatità [máirás should be applied] 
in the citra [style], the first two (ie. the таға dhruvakd and 
sarbimi) (15) and the last two (ie. the mapas pataka and patita) 
should be applied in the vaártika [style]. The eight (таға 5) in due 
order, in the daksina [style]. The commentator Kallinatha adds: 
dhruvamarge іш pansSesyat dhruvasamjnah pata eva prayoktavya 
Ну avagantavyam, "Consequently, the hand-movement (päta) 
called dhruva should be applied in the dhruva style. In this way it 
should be regarded". Cf. also MBrh. 18r f. 

In modern Indian music practice the laghu note is indicated by 
a hand-clap and two or more finger counts, which are produced 
by putting the thumb against the different fingers (cf. Bake, New 
Oxford History, p. 218). It is interesting to compare these modern 
finger counts, by which the smaller time-units included in a laghu 
note are indicated, with the ancient dhruvapda ta, which was espe- 
cially meant for indicating the 72/725, which were the smallest 
time-units of the ancient márga music. We might consider this 
ancient hand-movement, especially if it is taken in its sense of 
“snapping of the thumb and the forefinger” (chotikd ), a forerunner 
of the modern finger counts. 


122-124. уната, cf. comm. Datt. 123-124 caccaputa. 
ауи та = ayug = ой, сі. comm. Datt. 123-124 са buda. 


123-124. guru, laghu, pluta. 
In ancient Indian music the duration of the notes is indicated 
by terms derived from poetical metre, that is to say, by the names 
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of the syllables (aksara), viz. laghu or "short", guru or "long" and 
ріша or “extra long". In classical poetry and music the laghu 
is equated with the fixed time-unit mdird or mátriká, the guru with 
two matras and the риса with three. Dattila, Bharata and others 
often use the Aald as a fixed time-unit, equal to two 774/745, to 
indicate the duration of syllables and notes. Cf. Datt. 124, where 
laghu (= опе таға) is equated with half a kald, and guru (= two 
matras) with one kala. 

In religious music, which developed before Bharata’s time, that 
is to say, in the hymns of the Samaveda, the length of the syllables 
(aksara) is indicated in a different way. There are three kinds of 
syllables, of Which the duration is not fixed, viz. hrasva, a relatively 
short syllable, which may be compared to the laghu, dirgha, а 
relatively long syllable, comparable to guru, and vryddht, an extra 
long syllable, especially used at the end of a phrase (parvas) and 
also called pluta. Cf. BhN. 18, 72 (Bombay ed.); BhGit. 8, т (ed. 
of Daniélou, pp. 130f.); Fox Strangways, o.c, p. 255; NarS. 
2,7,2-4. 

The fixed values, laghu, guru and фішіа, are considered by 
Bharata, Dattila and others as the constituent elements of the five 
margatalas. caficatputa, capaputa, файсараті (= satpità putraka), 
udghattaka and samparkestaka (cf. comm. Datt. 123-124 caccapufa 
and cácafuta). 

Later authors add a fourth value or note, namely the druta 
or “quick” note. Cf. JagSC. 1, 60. At that time, that means m the 
I2th century, quite a number of names were used to indicate the 
four main notes. According to JagSC. x, 61-63 drufa 15 also called: 
ardhamáira, vyoma, vyatijana and binduka: laghu is also called: 
máirika, sarala, hrasva, vyapaka; guru is also called: duimdtrtka, 
Байа, vakra, dirgha; pluta is also called: sámodbhava, dipta, tryamsa, 

"misit | - distinguishes five kinds of notes, 
trimátrika. NandBh. (7), 430-434 БЧ A i 
which are called by the following names: “Druta 15 called (т) 
Ardha Matra (half a short vowel) (2) Vyoma (3) ae 
(mark) (4) Bindukam (the dr oplet) (5) Tarakam (the Р 

) (7) Угат (circle). Laght 15 called (т) Matrakam 
iens D d Rosin (the easy one) (3) Hrasvam (the short 
one matra) ( the arrow) and(6) D2r.ta m 
vowel) (4) Vyapakam тесі = же, апа (2) Сапага- 
(cleavage). Guru is calle E d (т) Samodbhava (born of 
janma (рагі of moon) P/wa 15 called ( 
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Sama Veda) (2) Diptam (lengthened) and (3) Tryangam (of three 
parts) Hamsapdda or Какарааа is called (r) Nissabda (soundless) 
and (2) Catur Matra (of four mátras)' and a sixth, additional 
sign, called viráma, which has no fixed duration (cf. note r on 
NandBh. (7) 436): "Viráma is called (x) Caranam (the foot) (2) 
Bandham (the knot) (3) Anghri (foot) (4) Радат (foot) and (5) 
Truti (а trice)’ (Transl: Sri К. Vasudeva Sastri, Tanjore 1957, 
p. 203 whose translations are not always exact). 

SariSR. 5, 1-235 mentions only three values, viz. guru, laghu 
and pluta, when he determines the margatalas. In the descriptions of 
the desitalas, however (5, 256-311), he applies four values: druta, la- 
ghu, guru and pluta, which are marked by the following symbols: dry- 
ta = o; laghu= |;guru = S;and piluta = Š. The virama (9, which is 
written above other symbols, for instance 6 or 1|, has no fixed dura- 
tion, but it adds half of the value to the note to which it belongs and 
above which it is written. Cf. Kallindtha, comm. on SarmSR. s, 
261-262, (vol. III, р. 141); Bake, New Oxford History, р. 218. 

SarnSR. 5, 256-258 enumerates the same equivalents of the four 
main notes, druta, laghu, guru and pluta, as JagSC. т, 61-63. 

NarSM. 2, 3, 96-99 adding to the four main notes a fifth value, 
called anudruta, which is equal to half a druta, mentions the fol- 
lowing synonyms of the names of the notes: of anudruta: ardha- 
сапаға (halfmoon), vyasijana (sign) cárwndsika (beautiful nose) 
and avyakta (undeveloped); of druta: ardhamatradruta (druta of 
half a matra), vyomavalaya (the circle of the sky), binduka (droplet); 
of the laghu: niyamaka (the guide), Arasva (short) maira (time- 
unit), ¿ãlarasa (the essence of time-measurement); of guru: dvimátra 
(consisting of two mátrás) kala (time-unit) vakra (the crooked 
one), dirgha (long); of pluta: trimátra (consisting of three máatras), 
dipta (brilliant), talatraya (the threefold tala). 

SudhSS. 2, ro, though mentioning four main notes, viz.: druta, 
laghu, guru and риа, says: ardhadrutah bafcabhadra etav api 
matau budhaih, “Ardhadruta (half a druta) and paficabhadra (соп- 
sisting of five good elements), these two are also considered by the 
experts". According to SudhSS. 2, тт the ardhadruta is equal to 
the fourth part (caturbhaga) [of a таа], the faficabhadra, called 
ифа, consists of five mátrás. SudhSS. 2, 8-10 enumerates the 
same synonyms of the four main notes, druta, laghw, gwrw and 
pluta, as JagSC. r, 61-63 and SarSR. 5, 256-258. 
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The ancient names of the notes are still used in modern Indian 
music, though “the terms guru and Риа seem to have fallen out 
of use" (cf. Bake, New Oxford History, p. 218). As in the history of 
European music the basic time-unit changed in the course of time. 
According to Bake, o.c., p. 218 in Indian music “the unit is nowa- 
days the anudruta, no longer the laghu”. We may notice a similar 
development іп European music history. In the music of the Middle 
Ages the main notes were brevis (short) H1 , longa (long) г, and 
maxima (extra long) C3, which, like the ancient Vedic notes hrasva, 
dirgha and pluta, had no fixed duration. When, in the time of the 
Kenaissance, the duration of the notes became fixed and the rela- 
tions of the notes were regulated by modus, tempus and prolatio, 
some New, smaller notes came into use, such as, for instance: semi- 
brevis (half a short note) o , minima (very short note) 4 , semi- 
minima (half a minima) or $ , fusa (lit. “sprout”, ie. а very 
fine note) ¿ or $ and semifusa (half a fusa) $ or $.Like the 
Indian laghu the European brevis remained for a long time the 
basic time-unit (таа). As in Indian music, in the course of time 
shorter notes became the basic units of time in European music, 
that is to say notes such as minima (comparable to the Indian 
anudruta), semiminima and fusa. Cf. comm. Datt. iir тайа. 
Like the ancient Indian pluta and guru the ancient European long 
notes maxima and longa are no longer used in modern times. 

As has been mentioned before in connection with the ancient 
hand movements (cf. comm. Datt. 120 tála), the tala—the ancient 
as well as the modern one—is marked in an audible way. When, 
in modern Indian music practice, the beat or ‘aa consists of one 
anudruta note, it is marked by a hand-clap, produced by the hand 
on the thigh; when the beat consists of a druta note, it is marked 
by a hand-clap followed by а sideward movement of the right 
hand, called Алай; when the beat consists of a laghu note, к 15 
marked Бу a hand-clap and two or more finger counts (ie. putting 
the thumb against the different fingers). e Bake, New pact 
History, p. 218; H. A. Popley, The music of India, New i 


8 : ‚ Datt. 121 dhruvapata. 

рі дні poi the first one of the five ancient márgatálas, 
яриа and caccatfuta. These 
d “аге probably mnemonics” 
). The syllables of the word 


22 


caccaputa. Thi : 
which is also called caficat$uta, сайс 
terms “һауе no special sigrifrance m 
(cf. Ghosh, Transl. II, p. 54, note (8) 
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caccatputa (сайсафиѓа ос caficáputay - - ~ show the structure 
of the tala, indicated by this word. We have only to change the 
last syllable into a piluta—a procedure described Datt. 124—to 
get the metre -- ~ –, which represents the tala caccatputa: 
551|5. 

The rhythmical structure of caccaputa is described: ВАМ. 31, ro 
(Bombay ed.): ¿daw dve gurunt yasya laghv ekam plutam eva са 
| aksara nām nivesena sa tu cañcūpufas tadá |, “That one, which 
has two gurus, one laghu and a pluta at the beginning, [which has] 
this arrangement of syllables, is сайсӣриѓа”. Cf. Ghosh, Transl. II, 
р. 55, ch. 3r, 10-11; JagSC. r, 80 representing this tala by the 
following symbols: 55|2 (2 =S ог pluta); NandBh. (7), 437; 
Раг455. 7, 44; SammSR. 5, 19-20. SudhSS. does not omit the margata- 
las, as is suggested in the Introd. p. XIX, but he mentions some 
of the margatdlas among the desitdlas. So the tala caccatputa is 
discussed SudhSS. 2, 83-84, no. 60. 

The tala сассаіриѓа is called yugma, "even", because it consists, 
in its most simple form, of four kalds (ie. the kala understood 
as fixed time-unit which is equal to a guru = two laghus or two 
matras). That is why the tala caccatputa is also called catwrasra 
(lit. four-cornered, square). Cf. ВАМ. 31, 9 (Bombay ed.); Ghosh, 
Transl. II, p. 54, ch. 31, 9-10; JagSC. 1, 45; NandBh. (7), 437; 
Раг455. 7, 21; SámSR. 5, 17-18; SudhSS. 2, 83, who calls caccat- 
puta astamátrika, "consisting of eight máiras" (= 4 kalds). 

cácaputa. This is the second one of the five ancient mdrgatalas, 
which is also called cáfafuta and ca уариіа. The syllabic structure 
of these words -v{vĮ{ represents the Ша to be indicated, if 
one considers the last syllable as a guru: S | | S. 

The rhythmical structure of this tala is described: BhN. 31, II 
(Bombay е4.): àdas guru aksaram yatra ante laghuni (read: laghwni) 
сазуа h | tryasrah іш khalu vi jfieyas tàla$ сат cupulasrayah ||, "When, 
at the beginning and at the end, there is а guru syllable and also 
two laghus, it is, one should know, a threefold (fryasra) tala, based 
on carictputa" (read: cácaputa, ca pabula or cáyaputa; cf. Baroda 
ed. 31, 9). СЕ Ghosh, Transl. П, p. 55, ch. 31, 11-12; JagSC. r, 80; 
NandBh. (7), 437; PàréSS. 7, 44; SarnSR. s, zo; SudhSS. 2, 72, 
no. 41. 

This tala is called ayug (= оја), “odd”, because it consists, in 
its most simple form, of three kalds (ie. the kalā, which is equal 
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to a guru = two laghus or two mátrás). That is, why the tla cdca- 
puta is also called tryasra (lit. three-cornered). Cf. ВАМ. 31, 9 and 
II (Bombay ed.) Ghosh, Transl. II, pp. 54 f, ch. зі, 9-10 and 
II-I2; JagSC. r, 46; NandBh. (7) 437; Pàr$SS. 7, 22; SàrnSR. 
5, 17-18; SudhSs. 2, 70, who calls cácaputa sanmatrika, "consisting 
of six mátrás" (= 3 hala s), 

Besides the caturasra (= унета) and іғуазта (= ayug) kinds of 
tāla Bharata mentions two other varieties, viz. misra and samkirna. 
The misra or mixed variety is defined BhN. 31,23 (Baroda ed.): 
vyudasya yugmam ojas са файса tala bhavanti ht | misrà gitá"ga- 
samyukta jneya hy udghattakadayah ||, "Not counting the уната 
(= caturasra) апа оја (= tryasra) [talas) there are five tālas. The 
mixed (misra) tālas, which are connected with the limbs (aga; cf. 
comm. Datt. 143-150) of songs, are, one should know, tdghaftaha, 
ete”. 

Тһе samkirna or composite variety is defined BhN. 31, 24f. 
(Baroda ed.): Aalah paca tathă зара punar nava ca бта) | 
daíaikádaía caivasie samkirndh samuddhrtah ||, “They (Le. the 
misra tālas) are said [to consist of] five, seven and nine alas, 
and also of ten or eleven [kalás] They are called composite (sam- 
kirnay'. Cf. Ghosh, Transl. II, p. 59, ch. 31, 44-46. So Bharata 
does not draw a clear distinction between mssra and sañkīrna 
tālas. BhN. 31, 25 (Baroda ed.) mentions the songs іп which 
these more complicated talas should be applied: na hy ват upayogo 
и saplariipe dhruvasu và | pravrttadisu Rartavya ete bh yal, #rayok- 
ürbhih |, "They are not practised in the seven kinds of dhruva 
songs (cf. BhN. 32, 2 (Baroda ed.); Ghosh, Transl. П, p. тоб; BhN. 
31, 200-201 (Baroda ed.); Ghosh, Transl. II, P. 77: 31, 220). Тһе 
experts should apply them mostly in fravriías (Le. a special төпеп 
of the limb (айра), called 07а, cf. om 3r, 195 (Baroda ed.); 

etc.’. 
Ghosh, Transl. II, . ги I em four kinds (jati) of tāla, viz. 

Jags. т, 44-45 ais da. The misra tala is defined 
caturasva, уйун, misra апа khan. а. 4n : 

; amitrand miras Шаһ prokto wicalanashs |, 

JagSC. 1, 48: у“ gman) : ' idered by the experts as a mixture 

"The mixed (misra) tāla is considere y — Irasra) [ааз]. The 
of the yug ma(= caturasra) and the qe = ae 

5 broken"), is definedJagSC. т, 

fourth уаг1ву, called khanda (lit. mora s душа dibh hii 48 

"listas Инна talángair yo демі АЛ) 48 || 

4849: таў ару а атта Б, "That оге, 
kriyate bahubhangibhih sa tdlah АРЕНТ. 
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which has separated or non-separated limbs (аяға) of tala and 
which is produced with many fragments, [consisting] of druta 
and other notes, is called ‘broken’ or ‘with gaps’ (khanday)". 

PargSS. 7, 20-24 for the most part quoting JagSC., mentions, 
however, samkirna as an equivalent of иза. Cf. NarSM. 2, 3, 
78-83, who may also have borrowed a great deal from JagSC. 1, 

-- 9. 

P STIR 5, 17 ff. describes at first two kinds of tala, viz. caturasva 
and іғуа%а. Later оп, SàrhSR. 5, 40-42 explains two other varieties, 
viz. samkirna and khanda: ват anyonyasamsargat samkirná bahavo 
matah | anye pañcaiva samkirnán gandharve ‘bhidadhur budhah | 
40 || Райса sapta naväpi syur dasatka dasa tatkala h | 6145 catvara ity 
anye caturdasakaladiká В || ат || caccatputadsbhedá s tu santi khanda- 
bhidhah pare | desitalaprapaficena tan apt uya hara mahe || 42 ||, "One 
may consider that from the combination of these (i.e. the varieties 
or bhedas of the catwraíra and tryasra tālas) many composite 
(зат атта) [talas] arise. Some experts speak of five composite 
(samkirna) [tālas] in music (40). The kalàs of those [tālas] are five, 
seven, nine, ten and eleven. Other people [distinguish) four [compos- 
ite] tālas, that is to say, [talas) consisting of fourteen, fifteen, 
sixteen and seventeen kalas (41). There are other varieties of cac- 
catputa and the other tālas, which are called &handa. I shall discuss 
them in the detailed description of the desiialas (42)”. 

In modern Indian music each tala may have five varieties or 
classes (741%), which are called, like the ancient classes (ja/:) of 
tala, catusra (= caturasra), tisra (= tryasra), misra, khanda and 
sankirna. Nowadays these names, however, refer to the number of 
aksaras (syllable or smallest time-unit = 1 anudruta) in the prin- 
cipal limb (айда) or principal beat of the bar (vibhdga). Cf. Popley, 
о.с., р. 75; Fox Strangways, о.с., р. 209; Gosvami, о.с., р. 177. 50 
the catusra јан indicates 4, the tisra jati 3, the misra јан 7, the 
khanda Jati 5 and the sankirna јан 9 anudrutas. 


125. yathaksara. "according to the syllables". This term indi- 
cates the most simple form of any of the five ancient ma rgatalas, 
that 15 to say, the primary structure of all these tàlas, which can 
be derived from the syllables contained in the names of the tālas. 
Of the буе ma'rgatálas only three are discussed by Бана. For the 
yatha ksara form of the tālas caccatputa and cacaputa see comm. 
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Datt. 123-124; for the primary structure of the tala satfilàbutraka 
(= $afcapán:) see comm. Datt. 127-129. Тһе yathaksara form of 
the other margatálas is as follows: The term sampakkestaka (also 
written: samparkestaka, sampatke;sstaka, sampadvestika, sampak- 
vestaka), containing the syllables - - -- o (interpreted as: 
pluta-guru-guru-guru-pluta), indicates the tala: $555$. Cf 
ВАМ. 31, 21-22 (Bombay ed.); Ghosh, Transl. II, p. 56, ch. ЗІ, 24; 
JagSC. т, 81; NandBh. (7) 438; ParsSS. 7, 45; SàmSR. 5, 24; 
Мат5М. 2, 2, 19; SudhSS. 2, 91-92, no. 70, erroneously called 
satpitá putraka. The term udghatta, containing the syllables — – » 
(interpreted as three gurus), indicates the tala SSS. Cf. BHN. 
31, 22-23 (Bombay ed.); Ghosh, Transl. II, p. 56, ch. 31, 25; JagSC. 
I, 82; NandBh. (7) 439; ParsSS. 7, 46; SàrnSR. s, 23; NarSM. 
2, 2, 19; SudhSS. 2, 73-74, no. 44. 

The yathaksara form of the mdrgatdlas, which is also called 
ekakalavidhs, "the procedure of the simple sald’, is especially 
practised m the citra márga, іе. the quick style in which the instru- 
mental music prevails. Cf. comm. Datt. 115-117 marga and 110 Аай. 

pata, “audible hand-movement", “clapping of the hand” (lit. 
“fall”. Compare comm. Datt. 110 pata; 120 %атуа, tāla; 121 
sannipdta. The arrangement of patas in the yathdksara forms of 
the tālas caccatputa (yugma), сасарша (ayugma) and satpitaputraka 
(райсафаті) is discussed Datt. 126-130. 


126. The arrangement of pátas іп the primary form (yatha ksara) 
of the tālas caccatputa and са сарий is, as Dattila opines: samnt pata, 
батуа, Ша апа $amya, or abbreviated: sam-$a-ta-$a. Cf. ВАМ. 
31, I2 and 14-15 (Bombay ed.); Ghosh, Transl. II, pp. 55 Б, ch. 
31, 14-16 and 18. According to SarnSR. 5, 27 this arrangement of 


patas only applies to the caccatpufa tala. 


а Iz7ab the arrangement of patas in 
the tala cdcaputa (ayugma) Б $amyà-tà la-Samya-tala or Milas ari yes 
Ша-атуа:, if we read 127a: Samya tall о "унете duis, z ee 
батуайЦау a]ywgme duis. In contradistinction to r a, Б 
ЗІ, 12-15 (Bombay ed.; Ghosh, Transl II, pp. 55 f., c ° ai нын ) 
states that all уапёіеѕ of the tala caccat puta, reed S 2. 
баттараа” ( samnngti at), “start with tale =з i) or “sta 
with gamyã” ($amy«d gre also practised in the tata cacaputa. 


127. According to Dattil 


342 COMMENTARY 


BhN. зі, 13-14 (Bombay ed.) states: Samyádskas іш 1%/Яеуа 
tajjnair dsdritadisu || із || taladikas tatha prokto vidvadbhth bài. 
hádisu |, "(The arrangement of patas], which starts with $amyg 
should be observed by its experts іп the 454 rias (parts of the 
madraka songs and other songs; cf. comm. of Kallinatha оп SárnSR, 
5, 28), etc) (13) [The pata-arrangement), which starts with tāla, 
is taught by the experts in the pamkas (parts of the madraka 
songs and other songs; cf. Kall. on багА5К. 5, 28; Ghosh, Transl, 
II, p. 92, ch. 31, 371-374), etc.". 


127-129. satpitaputraka, paficapdni. The so-called uttara 
tala, also called pan сарала, "with five hands" (cf. SàrhSR. 5, 23), 
is based on the syllable combination of the word satpitaputraka: 
-v - vyu, When the first and last syllables are interpreted 
as pluta, the following rhythm appears: фіиіа, laghu, guru, guru, 
laghu, pluta, or: 5 | S S |5. 

The structure of the most simple form (yathd ksara) of this tala 
is explained ВАМ. 3r, 18-20 (Bombay ed.) satpitaputrakakriah 
parcapa nir uddhrtah | adyam plutam dwitiyam ca laghu yatra ағат 
bhavet || 18 ||;rityam са caturtham ca gww ni pancamam laghu | 
Phaantah satpita putro gurulá ghavasamyutah || 19 || Paficapánih 
sa vijñeyah ѕаіра tas tu sadaksarah |, "It is called файсафа m, based 
on sai~itaputraka, when the first syllable is pluta, the second опе 
laghu (18), the third and fourth one guru, the fifth one laghu and 
the last one pluta, [the word] satfitatutra, consisting of guru and 
laghu [syllables] (ro). That one should be known as файсафдта, 
which has six фаѓаѕ and six syllables (akgaray'. Cf. Ghosh, Transl. 
II, р. 56, ch. 3x, 20-22; VisnudhP. 19, 8; JagSC. 1, 81; NandBh. 
(7), 438; Раг555. 7, 45; SarnSR. 5, 22-23; SudhSS. 2, 91-92, по. 70, 
where the tala sampakkestaka is erroneously called satpitaputraka. 

Dattila describes in verses 128 f. a method to derive the tala 
satpità pulraka from the tala сасафша: combining two cdcaputa 
tālas 5115 + S||S, which have to be changed into tālas, in 
which the second and third syllables (aksara) coincide, that is to 
say, into S|S +S |S. This description may be meant as an 
explanation of the tradition of Kohala (cf. Datt. 128ab), according 
to which the tala satpita putraka is based on ayugmas (i.e. cácaputa 


tālas), which, however, must have a pluta at the beginning and at 
the end:SJS + S5. 


129-130. Іп these verses Dattila mentions the arrangement of 
patas in the yathdksara form of the tala satpitaputraka. Ct. BRN. 
ЗІ, 20-21 (Bombay ed.), where samnipd ta, tala, Samya, tala, $атуа 
апа ¿día are said to belong to the tala satpitaputraka. Cf. also Ghosh, 
Transl. II, p. 56, ch. 31, 21-22 and 23; SàrnSR. 5, 29-30. 


130-131. We may compare Datt. 130cd: guruplutd ni hitvátha dvi- 
тағат partkalpayet || 130 || фадаблара més... with BhN. ЗІ, 219cd 
(Bombay ed.) gwrwvislesapádena dvikalam parikirtitam, “When 
heavy syllables are separated іп a pada, they will be considered 
as consisting of two kalds” (Ghosh, Transl. II, p. 80, ch. 31, 251-253). 

In that way Dattila starts his discussion on the second variety 
of the tàlas, that is to say, the tala forms, in which the guru syllables 
are regarded as double kalds (dvikala) In contradistinction to the 
yatháksara or ekakala (i.e. consisting of one kala’) form of the tālas, 
which is especially meant for the quick speed of the citra style 
(cf. comm. Datt. 115-117 márga and 125 yathdksara), the dvikala 
form, discussed Datt. 130-134, is suitable for the moderate speed 
of the әуіШ style (cf comm. Datt. 115-117 märga). Instead of 
dvikala, however, Datt. r3od uses the word duimatra, which is 
not so strange, since the terms mdird and kala are often mixed up. 

We may explain Datt. r3rab: (pddabhagdms) caturbhis tair 
тйрек baribhásyate | by comparing it with BhN. 3r, 221cd-222a 
(Bombay ed.) duwikalair gurvaksarakrtath | pádabhánasr — (read: 
-gair) yathakramam ||221 || caturbhis іш bhaven таа, “The тата 
consists of four Pàdabhagas, in due order, which, containing double 
kalás, are based on guru syllables". Cf. SàrnSR. 5, 21: padabhagars 
caturbhis tair таа syán madrakádssu, "With those four фа dabhágas 
the тата is [furnished] іп the madraka song and other songs". It 
is obvious that the mdivd in this context differs from the maatra, 
which indicates the fixed time-unit, equal to one laghu or short 
note. Kallinatha, commenting upon Sarn SR. 5, 21 (vol. III, р. ті, 
comm. 1. 7f.), explains »natra in this context as: fà "аз matra, 
"t ehmal’’ or "conventional" matā For the relation between 
kala” р ddibhága and тағда cf. also Sari SR. 5, 78: dotbale madrake 
hala | padabhaga dv ddasa syus tais іш таға 
adraka [song] with double kalās, there 
with those there are three mā tas” 
padabhagas and опе fàdabhága = 
Ган. 110 pddabhaga. 


vastu 5уас caturvimsatth 
trayam bhavet ||, “In the m 
are 24 kalas, 12 padabhagas, 
In this case one mata = 4 
halás. For padabhaga cf. also comm. 
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131-134ab. In these verses the arrangement of hand-movements 
in the dvikala forms of some tālas is discussed. Whilst in the ekakala 
or yatháksara forms of talas, discussed Datt. 126-130, only audible 
hand-movements are used, viz.: Samyd, tala, samnipdia, in the 
dvikala forms some silent hand-movements join the audible ones, 

According to Datt. 131c the silent hand-movement %5/ға ma 
(stretching the fingers of the hand with the palm downwards"; 
cf. comm. Datt. 119 siskrá ma) should be applied first. From SarnSR. 
5, 30-31 and 38 it appears that this silent hand-movement is indeed 
the first hand-movement in the dvikala forms of all márgatálas 
(іе. caccatputa, cacaputa, satpritaputraka, udghatia and sampak- 
kestáka) Cf. BhN. 31, 41 (Bombay ed.; Ghosh, Transl. II, p. 59, 
ch. 31, 48-51); BhN. 31, 44 (Bombay ed.; Ghosh, Transl. ТІ, p. 60, 
ch. 31, 51-53); ВАМ. 31, 46 (Bombay ed.; Ghosh, Transl. II, p. 
60, ch. 31, 54-57). 

According to Datt. 131d the silent hand-movement pravesana 
(“turning back the hand with the palm downwards”; cf. comm, 
Datt. 120 pravesa) should be applied in the second place. This 
hand-movement, however, only appears in the dvtkala forms of 
two tālas as second hand-movement, that is to say, in the dvikala 
forms of the tālas satpitaputraka (cf. SarmSR. 5, 31) and sampak- 
kestáka (cf. SàrhSR. 5, 38). Cf. also BhN. зі, 46 (Bombay ed.; 
Ghosh, Transl. II, p. бо, ch. 31, 54-57). 

Datt. 132c states that from among the audible hand-movements 
famya (ie. “clapping of the right hand"; cf. comm. Datt. 120 
famya) should be practised as the second hand-movement. This 
rule only applies to three cases, that is to say, to the dvikala forms 
of the tālas caccatfuta (cf. SamSR. 5, 30), cdcaputa (cf. SammSR. 
5, 31), ca capula (cf. SàrhSR. 5, 31) and udghatta (cf. SarnSR. 5, 38). 
Cf. also BhN. зі, 41 and 44 (Bombay ed.). 

According to Datt. 132d fala and $amyá should be used as middle 
hand-movements. In the dwikala forms of two tālas the hand- 
movements Ша and Samyd appear in the middle, viz.: in the 
dvikala tala сасарша (cf. SàrhSR. 5, 31; ВЬМ. зі, 44-45, Bombay 
ed.) and in ће dvtkala tala udghatta (cf. SarnSR. 5, 38). 

The prescription of Datt. 133a, that samnipdta should be applied 
at the end, does not only apply to the dvikala varieties of all 
ma rgatalas (cf. SamSR. 5, 30-31 and 38; BhN. зі, 43, 45 and 50, 
Bombay ed.; Ghosh, Transl Il, pp. 59f., ch. 3r, 48-57), but also 
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to the catuskala forms of the mdrgatdlas (cf. also comm. Datt. 
134cd-135). 

Datt. 133cd-134ab only determines the position of tāla and 
батуда in the dvikala form of the tala )айсара ni, without mention- 
ing the position of the other hand-movements in this metre. 
According to SámSR. 5, 31 the arrangement of the hand-move- 
ments in the tala satpitdputraka (= файсара ті) is as follows: 
niskra ma, pravesa, tala, tamya, niskrd та, tala, niskra ma, $amyd, 
tala, pravesa, niskrá ma, samnifáta. Cf. BhN. 31, 46-50 (Bombay 
ed.; Ghosh, Transl. II, p. 60, ch. 31, 54-57). 


134cd-135ab. In these verses Dattila shortly deals with the 
catuskala (four-kala) form of the ancient margatdlas He only 
fixes the position of two silent hand-movements, the viksepa and 
the дуйфа. The silent hand-movement, called vtksepa (ie. "swift 
movement of the [right] hand with the palm upwards to the nght 
side", comparable to the modern khals or “empty beat”; cf. comm. 
Datt. 119 viksepa), which, according to Dattila 134c, should be 
placed in the middle, appears in the catuskala forms of all таура 
tālas as the next-to-the-last hand-movement of each padabhaga or 
fourfold kald (catwskala) consisting of four gurukalas (55 5 5), 
for instance in the catuskala caccatputa (cf. SàmSR. 5, 32): 


5555 5555 5555 5 5 5 5 
à ni vi fa à ni vi ti а & vi pra а ш vi sam 


Cf. also SarnSR. 5, 32 for the catuskala cácapula and $а{фИй- 
фшіғаһа tālas and 5, 38 for the catuskala wdghatta and sampakkes{aka 
tálas. 

It is interesting to notice that the ancient hand-movement 
viksepa always appears before the sam [== sam pata) in the ast 
bádabhága, just as in modern Indian music practice the Алай, 
the empty beat, which is shown by a wave of the hand (cf. Popley, 
o.c., p. 77; Gosvami, o.c., рр. 164 Ё; Fox Strangways, o.c., p. 209; 
cf. also comm. Datt. 119 viksepa), alway precedes the sam. In 
ancient Indian music, however, the sam, which appears only three 
times at the beginning of a metre (first, in the ekakala caccatputa; 
cf. SariSR. 5, 8, BhN. 31, 12 and 14-15, Bombay ed.; Datt. 126; 
ѕесопі in the ekakala cáca puta ; cf. BhN. 31, 12 and T4715, Bombay 
ed.; Datt. 15; SarnSR., however, does not agree with the other 
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authors; and third, in the ekakala satpitaputraka; cf. ВАМ. зт, 
20-21, Bombay ed.; Datt. 129-130; SarmSR. 5, 29-30) mostly 
occurs at the end of the metres (cf. SarnSR. 5, 28-31; 5, 32 and 38), 
whereas, in modern Indian music, the sam mostly appears on the 
first 700174, at the beginning of а vibhaga, іп Hindustani practice, 
or on the second beat in Carnatic practice. Cf. Gosvami, o.c., p. 164: 
“Тп Carnatic music this circle of time usually ends in mirtay which 
is generally on the second beat. It ends mostly on the first таға 
in Hindustani music although there are some exceptions". Cf. also 
Popley, o.c., p. 77, 1. І, who speaks of mukiay instead of mirtay. 

The silent hand-movement, called dvafa (“bend of the fingers 
of the hand, with the palm upwards"; cf. comm. Datt. 118), which 
according to Datt. 134d should be placed at the beginning, 
actually appears at the beginning of the catuskala varieties of all 
margatalas (cf. SarnSR. 5, 32; s, 38). Besides, the dv@pa does not 
only appear at the very beginning of those metres, but it also occurs 
at the beginning of each padabhaga of the above mentioned tala 
forms, for instance in the cafwskala caccatputa (cf. SarnSR. 5, 32): 
a-ni-vi-Sa aà-ni-vi-tà а-ѕа-уі-рга a-ni-vi-sam. 


135cd-137ab. In these verses Dattila deals with a special way of 
beating time, that is to say, a method, according to which the 
fingers indicate the specific hand-movements (fata), by which the 
kalás are marked. It is not clear, whether these finger signs merely 
indicate the hand-movements (pata) or even replace them. We 
Should not confuse these finger signs, which may indicate either 
the hand-movements by which the kalds are counted, or the 
kalás themselves, with the dhruvapdta, a special kind of hand- 
movements, by which the mdirds are indicated (cf. comm. Datt. 
I2I). 

Ghosh, Transl. II, p. 59, note (48-51)! suggests that we might 
compare this finger-counting “with practice of indicating by fingers 
different notes in the chanting of the Sámaveda". The Vedic 
‘cheironomy’ (cf. Fox Strangways, o.c., p. 264), however, is melodic 
and not rhythmic, since it only indicates the notes of the melody 
or recitation. 

From BhN. 3r, 40 (Bombay ed.) we may guess that the finger- 
counting to be discussed in 31, 40-50 was especially meant for the 
tālas applied in the dhruva songs, viz. the threefold (iryasra) tala 
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сасарша іп its dvikala form (with three double kalds: 3 x 2 halds 
= 6 kalas, satkala) and the fourfold (caturasra) tala caccatputa in 
its dvikala form (with four double als: 4 X 2 kalàs = 8 kalás, 
agíakala and the satpitaputraka tala in its dvikala form (with six 
double kalas: 6 x 2 kalás = 12 kalás). 

ВАМ. 31, 50-si (Bombay ed.) also mentions а procedure of 
finger-counting to be used in the catuskala (ie. "with fourfold 
kalás") forms of tālas, which is not worked out. Datt. 135cd-137ab 
only discusses the finger-counting in the dvikala forms of the above 
mentioned three tālas, without even mentioning the method of 
finger-counting in the catuskala forms. 

SamSR. 5, 35-36 probably referring to the cafuskala forms of 
tālas (since the term арафа, which occurs here, only appears in 
connection with the catuskala forms of the tālas; cf. SarmSR. s, 
32 and 38), states: dudpddih prayoktavyo bhàvtpátasya ратта || 35 || 
pata yukle padabhdge nangulya kriyate kala |, “Атара (іе. "bend of 
the fingers of the hand with the palm upwards"; cf. comm. Datt. 
118 dvdfa) and the other hand-movements should be produced 
by the hand, which is suitable for the hand-movement (äta) to 
be realized (35). In a padabhdga, which is provided with a hand- 
movement, the kald is not produced by а finger’. This means 
that the kalds of the catuskala varieties of talas should be indicated 
by the hand-movements, 44 фа, etc. and not by the fingers. | 

The dhruvd songs, mentioned BhN. 31, 40 (Bombay ed) in 
connection with the ғуазға and caturasra tālas, of which the kala- 
patas may be indicated by the fingers, are defined BhN. Ж 
(Bombay ed.) vékyavarna hy alamkara yatayals ри, | 
dhruvam anyonyasambadaha yasmat tasmdd dhruv smytal i I, 
“Because the words, varnas (cf. comm. Datt. 97-99), graces (а/ат- 


kāra -cf. comm. Datt. 99-108), succession of speeds (уай; " Ата 
Datt. 154-155), Ways of beginning (pan; cf. comm. а wr 
and speds (/ga; cf. comm. Datt. 151cd-152ab) are conn 
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and uttara (cf. BhN. зі, 189, Bombay ed.) Cf. Ghosh, Transl. 
II, pp. 77 and 106. 

Although we should not directly compare the ancient dhruvá 
song with the dhruva pada (= dhrüpad) of modern Indian musical 
practice, because that would be a negation of two thousand years 
of musical history (cf. comm. Datt. 161), we may notice that the 
time-measurement of both the ancient and the modern айғиуй 
song is rather uncomplicated. Whereas the ancient dhruvd is based 
on the í(ryasra and caturasra mdrgatalas (the more complicated 
tālas, consisting of five, seven, nine, ten or eleven kalds, called 
misra or samkirna tālas, are not fitted for the dhruva songs; СІ. 
comm. Datt. 123, p. 339; BhN. 31, 25, Baroda ed.) in their dvikala 
varieties (ie. the tala cácaputa of 3 x 2 kalás and the tala caccat- 
puta of 4 x 2 kalds; cf. also BhN. 32, 15, Bombay ed.; Ghosh, 
Transl. II, p. 107), the modern dhrupad also uses very few, rather 
uncomplicated time-measures (which, according to the modern 
Indian standard, are called catusra (= catwrasra) and tisra (= 
tryasra), because the principal beat of these tālas respectively 
contains 4 or 3 smaller time-units, ie. aksaras or anudrutas, cf. 
comm. Datt. 123, p. 340), viz.: choutal (4 + 4 + 2 + 2), dhima 
(4 + 4 + 4 + 4), ізгі (4 + 2 + 2), jhaptal (= jhampa: 3 + 3 + 
2 +2) and rupaka (2 + 4). Cf. Gosvami, o.c, p. 125; cf. also 
Fox Strangways, о.с., p. 286, who mentions in this connection 
the tālas surphakia (4 + 2 + 4), dhamár (5 + 4 + 4) and chautal 
(4 + 4 + 2 + 2). 


135cd-136ab. For 135cd we may read: ddyaduitiyamadhyantan 
padabhagan viduh kramat, for 136a: (kamisthá парира yukta. In 
verse 136ab Dattila mentions the fingers, by which the hand- 
movements of the tala сассайрша might have been indicated. СІ. 
ВАМ. зі, 41-44 (Baroda ей.): kanisthanguliniskra mah ќатуй 
сайра tato bhavet || дт || kanisthanamikabhya'm tu niskra mo ‘to 
vidhiyate | tata$ ca Шай kartavyah Samyd сайла tu файсатй || 42 || 
praveso madhyama ['igulya] kartavyas tarjanikriah | niskra mah sam- 
nipato ‘nie nityam astakalo bhavet || 43 || esa унете kaladpatavikalpo 
‘ngulibhth kriah |, "By the little finger there is niskráma and also 
Samya (41) By the little finger and the ringfinger miskráma is 
produced, tala is executed and the fifth one, gamya (42). Pravesa 
Б to be produced by the middle finger. By the forefinger niskrama 
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IS executed and finally samnipdta. This is the art of the various 
hand-movements (pata) of the kalás, which always consists of eight 
kalás, in the even (yugma) [tāla] (ie. caccatputa), when it is produced 
by the fingers'. Cf. also Ghosh, Transl. IL, p. 59, ch. 3r, 48-51; 
SàmSR. 5, 32-33. | 


136c. For 136c we may read: ayu[gma madhyajhinam sydd, or: 
ayulg madhyamajhinam sydd. Cf. SarASR. 5, 34: ојаѕуа padabha- 
gesu Каіа madhyangulim vind |, "The kalds in the padabhagas of 
the odd (oja) [tala] (ie. сасарша) are without the middle finger’’. 
It is most likely that Dattila intended in this verse to mention 
the fingers, by which the kaldpdtas of the second márgatála, the 
tala cácapwía, elsewhere called odd (ayuj = оја) or threefold 
(tryasra), should be indicated. Cf. BhN. зі, 44-46 (Baroda ed.): 
kanisthà ngulinskra mah prathama tu kala bhavet || 44 || Samydapdto 
dvitiya ca tritya tala eva ca | $атуа tata$ caturthi іш pañcamt tar jani 
kramat || 45 || sastha$ са sannipátah sydd esa vas satkalo widhth | 
esa tryasre kala patavikalpo ‘ngultbhih krtah || 46 ||, “Niskréma 
produced by the little finger is the first kalā (44), the hand-move- 
ment Samya the second and іа the third [kala] By the index 
батуда as the fourth and the fifth [22/4], respectively (45), and 
samnipdta as the sixth [kala] This is the procedure of [the tala] 
which consists of six balas. This is the art of the various kala patas in 
the threefold [tala] (i.e. са сафшіа), when it is produced by the fingers 
(46)’. Cf. also Ghosh, Transl. II, p. 60, ch. 51-53; ŠarñSR. 5, 34. 


136d-137ab. These verses may refer to the fingers indicating 
the kala patas of the third márgatála, i.e. satpità putraka, also called 
файсафат. For 136d we may read ádyantá[di]ka wttarah. In this 
tàla the little finger and the index, which are called by Dattila 
“first and last [mentioned] ones’, are the most important 
(Baroda ed.): kanisfnangulinisk ramah 
$raveías ca tato bhavet | hanisthanamikasthanam tatas las ¿Mi y kah 
|| 47 || samy patas caturthi tu тойға то madhyamakytals | sasthas 
tdlas tato jfieyo nisxramas tarjanikrtah || 48 il $ —— Te іа 
navami tu Каја smyta | Ë aniblika pravesas іш —- a : та 2-4. 
49|| niskramasca тоа tar jan уа ee ee А ae ten — 
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finger the third one, fala (47) and the hand-movement samyd, 
the fourth one. By the middle finger mskra@ ma is produced; next 
to it, one should know, tāla, the sixth one. By the index niskrdma 
is produced (48), next Samyda, the eighth one. Гаја, the ninth Ada, 
is traditionally connected with the little finger. Pravesa is the 
tenth kala (49). By the index ntskrama and next, at the end, 
samnipata is wanted. This is the procedure in the twelve kalds 
(5о)”. Cf. also Ghosh, Transl II, p. 60, ch. 3r, 54-57. 

Samgadeva mentions four fingers in connection with the фйа$ 
of the tala pañcapā mi, but he lays stress on the little finger and 
the index by mentioning them separately. Cf. SamSR. 5, 34-35: 
Файсара neh kantsthadicatuskena | kanisi'hayá || 34 || tarjanya ca 
prihakpadabhagasatke kramat kalah|, “The Ads of paticapans 
are, in due order, in the six pddabhagas, separately produced by 
the four fingers, viz. the little finger and the other fingers, by the 
little finger (34) and by the index". 

Simhabhüpàla, commenting upon SAmSR. 5, 34 (vol. III, p. 29, 
comm. ll 5-7) explains: prathame padabhage kanisthaya; dvitiye 
kanisi ика nàmikábhyám; trtiye kanisthtkandmikdmadhyamabhth | 
caturthe catasrbhih, pañcame kanisthaya; sasthe larjanyeti, “Іп 
the first Pádabhága [the kalds are fixed] by the little finger; in the 
second one by the little finger and the ringfinger; in the third one 
by the little finger, the ringfinger and the middle finger; in the 
fourth one by the four fingers; in the fifth one by the little finger; 
in the sixth one by the index”. 


138. padabhaga, cf. comm. Datt. то $ádabhága. 

matra, cf. comm. Datt. ттт mátrá and 130-131. 

parivarta, сі. comm. Datt. тїї parivarta. 

If we read... pattah as [udgh]attah, we may compare comm. 
Datt. 109 margatála and 125 the yatháksara form of udghatta tala. 


139-243. From verse 139 onwards Dattila starts the discussion 
of a new subject, the formal structure of composition. As many 
things dealt with in this chapter are closely connected with time- 
measurement (ala), it is quite understandable that some authors, 
for instance Bharata and Sarmgadeva, discuss them in their chapters 
on time-measurement (ta ladhy@ya), whilst other authors, for 
instance Kumbha, include these topics in their chapters on com- 
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position (prabandha), That 15 why the songs (erta) called madraka, 
ullop yaka, etc., discussed Datt. 156 ff., are described in the taladh yà- 
уа, chapter 3r, 189 ff. (Bombay ed.; Ghosh, Transl. II, p. 77, 
ch. 31, 220 ff.) of BhN.; in the gitaprakarana of the taladh yàya, 
chapter 5 of SariSR.; but, as gitakam pariksanam in the chapter on 
composition (prabandhollasa: chapter 4) of the second part (called 
gr taratnakosa) of KuSR. 

139-140. vastu. This term, which according to Ghosh, Transl. 
II, p. 66, note (115-116)! may indicate the principal part of a song 
and which may be an equivalent of the North Indian “tuk” of 
Dhrüpada songs, is mentioned BhN. 31, 179 ff. (Bombay ed.; 
Ghosh, Transl. П, p. 75, ch. 31, 200 ff) in connection with the 
songs (а) to be discussed, viz. madraka, ullopyaka, etc. (cf. 31, 
189 ff, Bombay ed.; Ghosh, Transl. II, p. 77, ch. 31, 220 ff.). 

Now we will examine the position of the term vastu in the classical 
system of music. Music, which in ancient times is called ga палата 
(cf. Datt. 1-3; BhN. 28, 8-11, Bombay ed.; Ghosh, Transl. II, 
р. 3), is called gita (cf. SarhSR. 4,1; KuSR. 2, 4, 1, 2; TulSS. p. 142, 
last line) or samgita (cf. titles of the books mentioned before: 
Samgitaratnakara, Samgitaraja, Samgitasaràmrta, Sangitopanisat- 
sdroddhara) by later authors. According to SarnSR. 4, r (cf. KuSR. 
2, 4, 1, 3; TulSS. p. 143, first line) music (рѓа) should be divided 
into gándharva and gana. 

Gándharva is defined SamSR. 4, 2. For the text and the trans- 
lation of this verse see comm. Datt. 2, gàndharva. 

Gana is defined SàriSR. 4, 3: yat іш vaggeyakdrena racitam 
laksanánvitam | deirágádigw proktam tad ganam janaranjanam |, 
“That, which is produced in local тараз (destraga), etc. by the act 
of singing with the voice, which is endowed with qualities, this Is 
called gána, which is a delight to men’. СІ. KuSR. 2, 4, 1, 4. A- 
cording to SamSR. 4, 4; KuSR. 2, 4, І, 4-5; ТШ55. p. 143 gana, 
which may especially refer to vocal music (cf. also BhN. 28, 7, 
Baroda ed.: Ghosh, Transl. II, p. 2, ch. 28, 7, where gana 15 opposed 
to vádya or instrumental music), has Y nt 4028658, 
С rules!" and antbaddhia, "not bound [to esj . | 

tag pe is defined SarnSR. 4, 5: baddham — 
angai$ ca nibaddham abhidhiyatel, "That which E Белка у 
dhdtus (part of a prabandha composition, prabandhavay ei SH 
SSR. 4, 7-11) and ру angas (limb or part of a vasin composition; 
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cf. Ghosh, Transl. П, р. 75, ch. 31, 201-202; Bombay ed. зт, 180-181; 
part of a prabandha composition; cf. SarnSR. 4, 12-19) is called 
"bound" (nibaddhay’. Сі. KuSR. 2, 4, 1, 5. 

The anibaddha gdm is defined: SarnSR. 4, 5: dlaptir bandha- 
hinatvad anibaddham itirita, "The ари (an equivalent of 2/4 pang 
ос álá фа, i.e. prelude or free introductory part of а raga, cf. comm. 
Datt. 48 jati and raga, p. 189f.; SarnSR. 2, 2, 23-24; Sambamoorthy, 
Dictionary of South Indian Music and Musicians, I, p. 12) is called 
unbound, because it lacks rules (bandha). 

ParsSS. І, 27 uses the terms mtbaddha and ansbaddha in connec- 
tion with gita. 

According о ВАМ. 32, 28 (Bombay ed.; Ghosh, Transl. II, 
p. 108, ch. 32, 29) the pada, which, as Ghosh supposes, in this 
context may mean ‘song’, is mtbaddha or antbaddha. 

The most striking characteristic of the anibaddha variety is that 
it lacks the fixed time-measurement (fala) of the ntbaddha variety. 
Cf. BhN. 32, 33 (Bombay ed.); Ghosh, Transl. II, p. 109, ch. 32, 35. 

SamSR. 4, 6 states that there are three kinds of nibaddha gana 
viz. prabandha, vastu and rüpaka. The prabandha and riipaka 
compositions, which do not appear in BhN. and Datt., are dis- 
cussed respectively SarnSR. 4, 12-361 and 4, 361-373; KuSR. 
2, 4, 2,7-2, 4, 4, 109 and 2, 4, 4, 110-118. Prabandha and rv paka 
are defined KuSR. 2, 4, 2, 4-5. 

Vasiu is defined KuSR. 2, 4, 2, 6: yasmin vasanti niyatam 
dhatavo прат kànici | sadvastudhvanimukhyena tad vastu pari- 
kirtiitam ||, "That one, in which there are always some dhátus 
(cf. p. 351) and angas (cf. p. 351 f.), is called vastu, because the sound 
of a good vastu is the most important thing". А more technical 
definition is given by Ghosh, Transl. II, p. 75, ch. зі, 203: And 
that which ends in the nydsa, apanydsa and атќа is a vastu”. 
(This verse does not occur in the Bombay and Baroda editions. 
The translation of Ghosh may have been based on the Chowkhamba 
edition or on some manuscript of BhN., mentioned Baroda ed. 
IV, p. 231, note 2). On this definition Datt. x40 is based. Cf. SàrnSR. 
5, 61-62: suara gayoni játes іш nya s '"banyáse 'thavà || бт || samnyáse 
‘mse ‘thavd nyásah sarvagitasthavastwnah |, "The end (пуйѕа) of 
the vastu, which occurs in all songs (madraka, ullopyaka, etc.; cf. 
comm. Datt. 156 ff.), is on the final note (nyasa, cf. comm. Datt. 
бо), secondary final note (apanydsa; cf. comm. Datt. бо) and on 
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the samnya sa (i.e. the final note of the first part of a song; cf. comm. 
Datt. 55-61 and 141) or on the dominant (ama; cf. comm. Datt. 
57) of the parent 744 of its own (ie. of the vastu itself) ғаға” (for 
the relation of 2 and raga see comm. Datt. 48 748 and ғара). 
Cf. also KuSR. 2, 4, 1, 22 and Datt, 165. 


141. samnyàsa, cf. comm. Datt. 55-61. 

madhye, in the middle" і.е. in the middle of the composition, 
but not “in the middle of a vidári", because other authors define 
samnya sa as the final note of the first vidári (cf. comm. Datt. 55-61). 


142. giti, cf. comm. Datt. 237cd-240ab. 

Samaptau, "at the end" means “at the end of this treatise’, 
that is to say, in verses 237-242. 

vidàri, viddrana, from 027, to tear asunder. Cf. Monier- 
Williams, Dictionary, p. 966, col. 1 and 2. 

The term vidári, which has already been explained comm. 
Datt. бо, indicates the subsections of a song (ра). It is defined 
багп5Е. 5, 72-74: уйап tu gitakhandam dwidhá са за | mahaty 
avaniara сей mahati vyábtavastuká || 72 || samaptà padavarnante 
"a niara tv атаа matd|anayor vastuvan пуаѕо 7йіуат%о "то 
Lbake punah ||73 || amse tadanuvadt vd samvadi vamsa isyate |, 
“The 04427 is a section of a song. It is twofold: жалай and avantara. 
"That which fills up the vastu, is the талай ("great") [vidan] (72). 
Those other [012477 5) which are completed at the end of padas or 
varnas [episodes], are considered to be avdntara [vidáris] Of both 
[kinds of 2022277) the final note is as in the vasíw; the dominant, 
on the other hand, is the dominant of the 748. When the dominant 
[note] is rare (alpaka = афа; cf. comm. Datt. 59 alpatva), the 
note, which is anuvadin (cf. comm. Datt. 18-19) or samvadin (соп- 
sonant; cf. comm. Datt. 18-19) or samvádin (consonant; cf. comm. 
Datt. 18-19) with regard to it (ie. the dominant), is considered 
the dominant". Cf. comm. of Simhabhüpála, p. 35 and comm. 
Datt. 139-140, mahági tt. 

Compare KuSR. 2, 4, X, 24-27: samaptir yatra varnasya và pada- 
syobhayor atha|sa viddriti vijñeyā gitasya са vidaranat || 24 || 
khandanarthad gitakhandam tattvena trábhidhi yate | sa dvidha Ғайша 
›47йа tatraika mahati, para || 25 || avantara ca ауа dau mahati lak- 
syate sphuita byapikad (read: хуа фака ) sarvavasid nam padavarna- 
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samaplika || 26 || avantard tu sa үйеуй ya samaple pade bhavet | 
samapane ca varnasya samapie ca pade kvactt || 27 ||, “Where a 
completion of varna, of pada or of both of them [occurs], it should 
be regarded as а viddri, because it splits the song. Because it cuts 
[into pieces], it is truly called song-section. The king (ie. Kumbha, 
the author himself) says that it is twofold. One is талай, the 
others (25) are ava ntarà. First, талай may be defined as an evident 
[thing] which is inherent in all vastus. The avantara (from 27) 
completing padas and varnas (26), should be known as that one, 
which is [realized], when the fada is finished, at the end of a varna 
and anywhere, when a fada is finished (27)”. 

The principal part of a song (ра; especially the songs called 
madraka, ullopyaka, etc., discussed Datt. 156 ЇЇ), that is to say, 
the vastu (cf. comm. Datt. 139-140), consisted of several limbs 
(апра), viz. vivadha, ekaka and vrita (cf. comm. Datt. 143-146), 
which each of them contained a specific number of subsections 
(oída ri}. Though Dattila does not mention the numbers ої vidáris 
of all angas (cf. SamSR. 5, 74), Datt. 151 deals with the number 
of vidá is іп the айра vividha and the maximum number of vidá ris 
in the anga vrita. According to ВАМ. 31, 192 (Baroda ed.) the limb 
(айра) ekaka consists of one 112271, vivadha of two and уа of 
not more than six and not less than three vidáris. Cf. Bombay ed. 
31, 181; Ghosh, Transl II, p. 75, ch. 31, 201-202; Datt. 151 ab; 
SàmSR. 5, 68; 5, 77; 5, 108; KuSR. 2, 4, І, 40 and 43-44. 

The application of a different number of vidáris is prescribed 
BhN. 31, 186 (Bombay ed.); Ghosh, Transl. II, p. 76, ch. 31, 209; 
Baroda ed. 31, 197; SarnSR. 5, 75-76; KuSR. 2, 4, І, 35, where 
the minimum of vidáris is said to be three, the maximum eleven, 
but the highest number twenty-four. Cf. also comm. Datt. 60 vidári. 


143. tasyàs tu rüpam, "its form", ie. the form of the sub- 
section (vida ri), discussed Datt. 141-142. 

mukha, "opening". According to Bharata's theory mukha is 
the first one of the five parts (sandht, translated by Ghosh, Transl. 
I, p. 385 as "juncture") of a drama. It is defined ВАМ. 19, 37 
(Bombay ed.) yatra bijasamutpattir nandartharasasambhavd | ka uye 
балға nugatà tanmukham parikirtitam ||, "That part of a play, in 
which the creation of the germ (b7ja) as the source of many objects 
and sentiments takes place, is called in consideration of its body 
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the opening (mukha, lit. face)" (Ghosh, Transl. I, p. 385, ch. 21, 
38). Cf. Baroda ed. 19, 39. 

caturvidham, “of four kinds". The five parts of a classical 
drama may, each of them, have been set to music in four ways, 
or else, they may have been accompanied by four musical episodes, 
called anga, "limb". These four angas are discussed Datt. 144-151. 


144. екаКа, avagádha, pravrtta and vividha. These four 
terms indicate the four episodes or limbs (алда), which occur 
in the principal parts (vastu) of songs. 

ВАМ. 31, 180-181 (Bombay ed.; Ghosh, Transl. II, p. 75, ch. 
31, 201-202) mentions but three limbs, viz. vivadha, ekaka and 
vrita. According to BhN. 3r, 184 (Bombay ed.) however, the limb 
vrtita has two varieties, an ascending one (fravríta) and a descending 
опе (avagaádha) Cf. Baroda ed. 31, 195; Ghosh, Transl II, p. 76, 
ch. 31, 207. Since it is rather unlikely that avagádha would be the 
ascending variety and $ravriia the descending one (Ghosh), we 
may guess that the inverted word order in this verse, which appears 
in both editions (Bombay and Baroda ed.) is due to a stylistic 
figure, called chiasmus. Datt. 145-146 calls avaga dha the descending 
one and $rawríta the ascending one, whereas SamSR. 5, rog and 
KuSR. 2, 4, I, 52-53 follow Bharata, probably without noticing 
the chiasmus. KuSR. 2, 4, I, 54, however, mentions also Dattila's 
definition. 

As to the closing notes of these limbs Ghosh, Transl II, p. 76, 
ch. 31, 217 states: "The vivadha, ekaka and vrifa are respectively 
to end in the nydsa, the apanya sa and the amsa notes". (This verse 
does not occur in the Baroda and Bombay editions.) 

The closing notes of the limb ekaka are mentioned SarnSR. 5, 
77: nydsã nam athavàmsántiam vidáry ekaikakam matam |, "Having 
the final note (nyàsa) or the dominant (amsa) at the end, ekaka 1s 
considered as [consisting] of one subsection (vidari)'. Cf. KuSR. 
2,4, I, 40. 

The dens notes of the limb ту” Йа are enumerated SarnSR. 5, 
1009-10: nya sápanyásasamnya savinya sana m tu к || 109 І 
уаз ’syamse “уа samvádiny anuvadini va bhavet |, “Its (ie. of 
the limb sr#a with its two varieties avagadha and pravrtta) termina- 
taies, any of [the following notes]: the final note (nya sa) the 
secondary final note (apanydsa), the samnyasa (Le. the final note 
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of the first subsection, 1444») and the vinyasa (i.e. the final note of 
the verbal theme, pada, in a subsection, wdd7i) (109), or оп a note, 
which is consonant (samvadin) or anuvadin (cf. comm. Datt. 18-19) 
with regard to its dominant (amsa)”. Cf. KuSR. 2, 4, т, 55-56: 
samapanam tu vrttasyatkatarasimin svare 5туіат | nya sa panya sa- 
samnyásavinyásà пат іш madhyatah || 55 || svakzyarága janaka játi- 
sambandhinam tha |, "Traditionally, the end of уу а is on any note 
from among: *yása, apanyása, samnyása and vinyádsa (see above), 
which are connected with the parent 487 of its (i.e. of vrita) own 
ғара”. 

About the closing note of vividha SarmSR. 5, 71 says: mydsdnto 
viurdhah kdryah sarvo dvasgeyakam vina, “Any vividha has the 
final note (худа) at the end, the dvatgeyaka being excluded". 
Cf. comm. Datt. 150; KuSR. 2, 4, I, 41. 

vidaryekaikasamSritam, “опе by one, provided with sub- 
sections". If we compare Datt. 144cd with SàrnSR. s, 77ab, we 
had better read this line: nyasá жат api va mSaniam vida ry ekatka- 
kam smytam (or: malam as in SarmSR. 5, 77b), "Traditionally, 
ekaka, having the final note (nyása) and the dominant (amsa) at 
the end, (consists of] опе vidå 77’. 

Each limb (anga) has its specific number of subsections (vidari). 
Cf. BhN. зі, 192 (Baroda ed.): ekakam іш vidáry ека te cobhe viva- 
алат smytam | satparam tryavaram  vritam, "Traditionally, ekaka 
[consists of] one subsection (0724 ri), vivadha of two, urtta of no more 
than six and no less than three". Cf. also Ghosh, Transl. II, p. 
75, ch. 31, 201-202; Bombay ed. 31, 181. 

According to SamSR. 5, 68 vividha (= vivadha) consists of two 
vidárikas (== viddri). Cf. KuSR. 2, 4, 1, 43. 

Руйа is defined SarmmSR. 5, 108: әуйат tisras catasro và panca 
sad và vidáriká h, “Уйа [consists of] three, four, five or six vidá- 
rikas'. Cf. Datt. 151; KuSR. 2, 4, I, 43-44. 


145ab. avagàdha, "the descending one". This limb, which 
according to BhN. 3r, 184 (Bombay ed.; Ghosh, Transl. II, p. 76, 
ch. 31, 207) is nothing but a variety of the limb vytta, is regarded 
by Dattila as a separate limb. It is sometimes confused with 
pravrtta, the other variety of vrtita, because later authors, who did 
not notice the chiasmus, misinterpreted BhN. Cf. SamSR. 5, 109 
and KuSR. 2, 4, 1, 54. KuSR. 2,4,1, 54 paid attention to Dattila's 
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different vision, which is, as far as we can see, the correct one. 
Cf. comm. Datt. 144. 

amsantam, "having the dominant (amga) at the end". KuSR. 
2, 4, I, 54 referring to Dattila, says: yato 'vagàdham amíá тат 
avarohini varnake | àrohini pravrttam syan пуаѕа шат dáttile mate || 
54 ||, "Whilst avagádha, which has the dominant (ama) at the 
end, appears in the descending varnaka (= varna), pravrtta, which 
has the final note (яуа а) at the end, appears in the ascending 
one according to Dattila's opinion". Cf. comm. Datt. 98-99. 


145cd. I am not able to translate the second half of verse 145, 
Since too many words are missing. 


146. pravrtta, "the ascending one’. This limb, which according 
to BhN. 31, 184 (Bombay ed.; Ghosh, Transl. II, p. 76, ch. 31, 
207) is the second variety of the limb ота, is regarded by Dattila 
as a separate limb. It is sometimes confused with avagádha. Cf. 
comm. Datt. 145. 

пуаѕапіат, “which has the final note (уйа) at the end”. 
Cf. KuSR. 2, 4, I, 54 and comm. Datt. 145 asnsaántam. 

vividham, read: dvividham, “of two kinds". The ascent (ie. 
$ravyita) and the descent (ie. avagádha) are said to be “of two 
kinds”. These two kinds are explained Datt. 147-148. 


147-148. The "two kinds" mentioned Datt. 146c are the two 
ways in which both the ascent (ie. pravytia) and the descent 
(іе. avagádha) are produced. BhN. 31, 196-197 (Baroda ed.) explains: 
árohanam ca dvividham tathá сара varohanam || 196 || пуаѕа pan yi- 
savihitam margantarakriam tathd |, “Тһе ascent is of two kinds; 
in the same way the descent (196): determined by the final note 
(nyasa) and the secondary final note (apanyasa), and produced 
by the intermediate note" (antaramarga; сі. comm. Datt. 55-61; 
verse 147 aniaramárga and SamSR. І, 7, 52-53). Cf. Ghosh, Transl. 
II, p. 76, ch. 31, 208; Bombay ed. 31, 185. Mn 
SarüSR. 5, 111-112 distinguishes four ways of producing the 
ascent and the descent: anyatra туа зат apanyasam anisam sam- 
vadinam tathd || тіл || wpakramya caturdha syad aroho va varohanam | 
“Otherwise, starting with the final note, the secondary final note, 
the dominant and the consonant note (111), the ascent or the 
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descent is fourfold’. Cf. KuSR. 2, 4, т, 58-60: svardgahetujatistham 
атбат samvadinam svaram || 58 || nyásasvaram  apanyásam ауа- 
bhyaiva krameua са | атоће cavarohe ‘pt caturvidhyam prihak 
tatah |159 || фғазуИазуа vagádhasya mantavyam | márgavedibhih |, 
"Starting with the dominant occurring in the parent jãti of its 
own (ie. of the composition itself) raga, with the consonant note 
(58), with the final note, or with the secondary final note, respec- 
tively, this should be considered by the experts of marga [music] 
as the fourfold procedure, in ascent and descent, separately (59), 
of pravrtta and avagadha’. 


148-150. sámudga, ardhasámudga and vivrddha. The 
three terms samudga, ardhasamudga and vivrddha occurring in 
Datt. x48cd indicate the three varieties of the limb vividha (= vi- 
vadha) They are explained Datt. 149 by the words similar (sama), 
medium (madhya) and dissimilar (тата). Dattila’s definition of 
the first variety, sa'mudga vividha, is not quite clear. The verses 
of BhN., dealing with the varieties of vivadha (and reading viurtta 
instead of vtvrddha), translated Ghosh, Transl. II, p. 76, ch. 31, 
212-216, do not occur in the Bombay and Baroda editions. 

SarnSR. 5, 69 defines the first variety of vividha, called sa@mud za, 
as follows: vid@ryoh padavarnádisámyát sa mudgako тағар, “It 
is considered [to be] like a samudga (ie. a joint with a socket like 
a cup, e.g. the shoulder-joint, the hip-joint) because of the simi- 
larity of the verbal themes (pada), the varmas (cf. comm. Datt. 
98-99), etc. of its two subsections (vidári)' Cf. KuSR. 2, 4, І, 48. 
In European music theory this kind of formal structure would be 
called a ‘Liedform’ of the class А-А. 

Datt. 150ab may refer to the second variety of vividha, called 
ardhasámudga. It is defined SàrhSR. 5, 70: viddribhagayoh ѕатуйі 
fv ardhasa mudgako matah | pirvasyd và фағаѕуа và dvayor veti 
iridha ca sah || "It is considered [to be] like ап ardhasamudga 
(half а sa^mudga; see above), because of the similarity of two parts 
of the subsections (vidári) in three ways: [by similarity of two 
parts} of the first (444%), of the second [vidári] or of both [01422725]. 
Cf. KuSR. 2, 4, 1, 49-50. In European music theory these formal 
structures would be called 'Liedformen' of the classes: aa-bc; 
ab-cc; ab-ac or ab-cb. 

The third variety of vividha, called vivrddha, is not defined by 
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"Раа. It is explained SárnSR. 5, 71-72: asamánavidáriko nydsa- 
pan yásanirmitah || 71 || vevritah sydd, "That one, which has different 
subsections (024 7) and which is determined by the final note and 
the secondary final note (71), is the vivirita'. Cf. KuSR. 2, 4, I, 5r. 
In European music theory this formal structure would be called a 
‘Liedform’ of the class А-В or ab-cd. 

For the closing note of the limb usutdha cf. comm. Datt. 144; 
SàrnSR. 5, 71; KuSR. 2, 4, I, 41. 

vividha, cf. comm. Datt. 144. 

mahagiti. Dattila’s definition is not clear. Малар may be 
an equivalent of mahati, mentioned SarnSR. 5, 72 as one of the two 
vidáris or sections occurring in the limbs (аяға). Cf. Simhabhüpàla 
on SarnSR. 5, 66-72: уй sarvam api vastu vydpnoti, së mahaáuidá r£ , 
"That one which fills up each principal part (vastu), is the maha- 
viddri (= mahati vidári) . Cf. also comm. Datt. 142, 10027. 

dvaigeyakam. This term is defined Datt. 168ab: [ya vastv 
anie tritye ‘tha sa dvaigeyakasamjnitah, "That [vividha] which 
occurs in the final [vastu], that is to say, in the third [vastu], is 
called dvaigeyaka’’. Cf. Ghosh, Transl. II, p. 76, ch. 31, 214 (a line, 
which does not occur in the Bombay and Baroda editions). Cf. 
also SarnSR. 5, 84-85: vividho ‘ntimavastvante karyo dvatgeyaka - 
bhidhah ||84 || asao ат544і | amsantapadá vritiyuto matah, "The 
vividha to be applied at the end of the last vastu is called dvaigeyaha. 
In this one the dominant is the initial note. It is considered as being 
furnished with the dominant as final note, and with repetitions 
(4 0718) of words (fada). | 

KuSR. 2, 4, т, 42 states: dvaigeyaká khyo vividhas ta ту ауа 
vastunah | catuskale madrake "іс tatratva kathayisyate ||, “Тһе 
term dvaigeyaka will be explained as the vividha [occurring] at the 
end of the third vastu in the madraka [song], which has fourfold 
hal ds". C£. also Ghosh, Transl. II, p. 83, ch. 31, 267 (a verse, which 
is not found in the Bombay and Baroda editions), where a dvigeyaka 
is said to occur in the third and fourth vastu. 


15lab. Though ŠSarñSR. 5, 74 says: samkhyaniyamam elasam 
návocan daitiládayah |, "Dattila and others did not mention a 
definition of their (ie. of the vidárts) number', Datt. 151a never- 
theless mentions two viddrikas. This is the number of vil ns 
occurring in the limb vividha. When Datt. 151b (a pada, which is 
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not quite clear because of the word )%»%) speaks of “... as much 
as six", he probably refers to the maximum number of 1102775 in 
the limb уу Йа with its two varieties фғаууЙа and avagádha. For the 
number of vidārīs in the other limbs see comm. Datt. 142 vidám, 
vidárana; BhN. 31, 192 (Baroda ed.); 31, 181 (Bombay ed.); Ghosh, 
Transl. II, p. 75, ch. 31, 201-202; SàrnSR. 5, 68 and 71; 5, 108; 
KuSR. 2, 4, I, 40; 2,4, I, 43 f. 


151cd-152ab. laya, "speed" or “tempo’. This term is defined 
BhN. зї, 370-371 (Baroda ed.): chandoksarapada nam ht samatvam 
yat prakirtitam || 370 || kala kala ntarakriah sa layo namasamjnitah |, 
“That which is said to be a harmony (lit. equality) of metres, sylla- 
bles and words (370), depending on the intermediate time between 
the kalds, this is called speed (/ауа). Cf. BhN. зї, 332 (Bombay 
ed.); Ghosh, Transl. II, p. 103, ch. 31, 488. 

SamSR. 5, 44 defines speed: kriya nantaravisra ntir layah sa 
irividho matah, “Тһе uninterrupted rest between the actions 15 
considered to be the threefold speed”, in contradistinction to 
measurement (тапа), which is defined 5, 43: visrdntiyuktayd kale 
Етуауа татат tsyate ||, "Measurement is considered [as such] 
because of the action [which takes place] in the time, and which 
is connected with rest”. 

The three kinds of speed (Jaya) which are still used in modern 
Indian music as the three main speeds are quick (druta), moderate 
(madhya) and slow (vilambita) Cf. BhN. зі, 331 (Bombay ed.); 
31, 370 (Baroda ed.); Ghosh, Transl. II, p. 103, ch. 31, 486-487; 
багА5К. 5, 44; KuSR. 2, І, 4, 384; Gosvami, o.c., p. 162; Fox 
Strangways, o.c., p. 241; Popley, o.c., p. 79. 

In contradistinction to the European conception of tempo, the 
Indian /aya, especially the ancient form, is more or less fixed, 
since the relation of the three speeds is fixed. The duration of time 
іп moderate speed (madhya) is two times the duration of time in 
quick speed (druta) and in the same way, the duration of time 
іп slow speed (vilambita) is two times the duration of time in 
moderate speed (madhya). Cf. SarnSR. 5, 44-45 and comm. of 
Kall. on p. 25; Gosvami, o.c., p. 162. 

As Datt. 152ab suggests, the three speeds, respectively, are 
practised in the three styles (márga) daksina, vriti and citra (cf. 
comm. Datt. 43). Cf Ghosh, Transl. II, p. 103, ch. 31, 486-487, 
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a verse, which is not found in the Bombay and Baroda editions. 
According to BhN. 20, 72 (Baroda ed. p. тот, 1. 2) laya is one of 
the elements, which determine the three styles, BhN. 29, 72 (Ba- 
roda ed. р. тот, ll. 3-6) states that the quick speed (druta) is prac- 
tised in the cifra style (ie. the style in which the instrumental 
music prevails), the moderate speed (madhya) in the vriti style 
(ie. the style in which instrumental and vocal music are of equal 
importance) and the slow Speed (vilambita) in the daksina style 
(i.e. the style in which the vocal music prevails). Cf. Ghosh, Transl. 
II, p. 43, ch. 29, 102; MBrh. p. 51, H. 11-14; SàrüSR. 5, 45-46 
and comm. of Kall. on p. 25; KuSR. 2, r, 4, 384. 

It is Interesting to notice, that in a quick speed the ald contains 
less atras than in a slow speed. Cf. comm. Datt. 115-117 márga. 


152cd. pani. This term, which literally means "hand", is ex- 
plained by Kallinatha on багА5К. 5, 50-52, p. 28,1 5: аға pa nisa- 
bdena tālo laksyate: tadvyaparena | tasyábhtvyaktatvdt, "In this 
case, the time-measurement (tala) is indicated by the word pam 
(lit. hand), because it (ie. Ша) is realized by an action of it (i.e. 
the hand, på nt)’. These actions or hand-movements, which may 
indicate several ways of beginning, may have been meant in Datt. 
I53ab. 

The three kinds of фт are defined BhN. 3r, 372-375 (Baroda 
ей.):...54 іш gitavádyasamásrayá || 372 || samapa mis са vt jrieyo 
hy avapánis tathaiva ca | tathaivoparipanis ca gitava dyasamasraya h | 
373 |layena yat samam vadyam затара nih prakirtyate | dhruvad 
уай avakystam syat so тара тір prakiritah || 374 Шауазуофаті уай 
о44уат panth soparir isyate |, "Those which relate to vocal and 
instrumental music are (372): samapa nt, one should know, атара m 
and uparipd ni, relating to vocal and instrumental music (373). 
The instrumental music which [is produced} at the same time as 
the Jaya is called samapa'yi. That one which appears at a certain 
distance from (ie. before) the dhruva [song] is called auapayu 
(374) The instrumental music which [is produced] after the муг 
is regarded as upari pant. Cf. BhN. 31, 334-336 (Bombay ed.) 
Ghosh, Transl. II, p. 104, ch. 31, 493-495 MF 

SàrnSR. 5, 50-52 explaining the jáwis as “ways of beginning 
(graha), says: samo ‘tito 'nagatas ca grahas tale tridha таай | 50 | | 
gitddisamakdlas tu samapa тіһ samagrahah | so vapamr atitah syád 
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yo gitddau pravartate || 5x || andgatah prakpravrttagrahas | tüpari- 
pa nikah |, "With regard to time-measurement (tāla) there are 
three ways of beginning (graha): sama (at the same time), atita 
(passed) and andgata (not arrived) (50). That one which has the 
same [starting] time (kala) as vocal music, etc. (i.e. instrumental 
music and dance; cf. comm. Kall. p. 28, ll. r f) 1s the samapant, 
which is samagraha (simultaneous start) Арарат, which is atita 
[graha] (passed start, ie. start of tala, when the music has already 
begun), is that one, which starts when the vocal music (the commen- 
tator Kallinitha includes also instrumental music and dance; 
cf. p. 28, ll. 6f.: аға gitasabdena vadyanytte apy upalaksyete, “Тп 
this case, by the word йа (vocal music) the instrumental music 
and the dance are also indicated”) had [already] started (51). 
Uparipa зика (= uparipa ni) which is апа раѓа [graha] (not arrived 
start, i.e. start of tala before the start of music), is the graha, which 
starts before [the start of music]. 

Compare Simhabhiipala on SamSR. 5, 50-52, р. 29, ll. 3-6: 
... gtaprarambhasamaye | tálagrahanam samagrahane | samapá mr 
йу исуаіе. ya адан gite sati pascdd avartate so "titagrahah, sa eva wa- 
фату icy (read: ity) ucyate. yo gitaprarambhal burvam фғаууйаһ 
sa anágatagraliah, sa evoparipa mika йу ucyate, "In the samagrahana 
(simultaneous start) the start of time-measurement (tala) [takes 
place] at the time of the beginning of the music. This is called 
samapa ms. That one which starts afterwards, when the music 
has already begun, is the atitagraha. This is called ағара smi. That 
one which starts before the beginning of the music is anágata- 
graha. This is called uparipá nika (= uparipant)’’. 

According to SarnSR. 5, 52 a particular speed suits each way 
of beginning, that is to say: moderate (madhya) to samagraha 
samapá nt), quick (druta) to atitagraha, and slow (vilambita) to 
anágatagraha (ифатфа ni). 

Each way of beginning should be practised in a special style, 
that is to say: samagraha or samapani in the тау Ра (or: 0710) 
style (in which vocal and instrumental music are of equal impor- 
tance), atitagraha or avapá ni in the daksina (ie. mainly vocal) style 
and anágatagraha or uparipd ni in the citra (i.e. mainly instrumental) 
style. Cf. BhN. 29, 72 (Baroda ed., p. 101, ll. 3-6); Ghosh, Transl. 
П, p. 43, ch. 29, x02; MBrh. р. 51, ll. 11-14; KuSR. 2, І, 4, 382. 

The three ways of beginning (graha) are still current in modern 
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Indian music practice. Cf. Gosvami, o.c., p. 166 and 168. Since 
this author is not quite clear on this point, we had better consult 
Sambamoorthy, Dictionary of South Indian Music and Musicians, 
vol. II, Madras 1959, pp. 214 f., who вау5:“5ата graha is a case, 
wherein music starts simultaneously with the commencement 
of the Жа ãvarta (ie. the rhythmical section). Andgata graha is a 
case wherein the music starts sometime after the commencement 
of the tala dvarta i.e. after a lapse of 1/4, 1/2, 3/4, x or І 1/2 aksaraká- 
las. Atita graha, is a case wherein the music starts sometime before 
the commencement of the ala dvarta i.e. at some point in the last 
or penultimate aksarakdla of the previous арата”. 


153. The hand-movements (pdta), mentioned in this verse, may 
have been used in music practice to indicate the different ways of 
beginning (graha) The words sama, upart and adhas explain the 
terms sama-pani, upari-pant and ava-pant, which are the equiva- 
lents of the terms samagraha, andgatagraha and atitagraha, indicating 
the different ways of starting the tala. 

When Datt. 153ab speaks of tāla and pans as one and the same 
thing, it is because the start of tála is indicated in music practice 
by a movement (pdia) of the hand (фа mi) Cf. comm. of Kall. on 
SarnSR. 5, 50-52, р. 28, 1. 5, quoted in the comm. on Datt. 152cd. 
The terms sama (at the same level) upari (upwards) and ava or 
adhas (downwards) may determine the direction in which the 
hand-movements or gestures, indicating the three ways of starting 
the tāla, are executed. In this way, upari іп wparipán: may refer 
to an upward (ифа) gesture (pata) of the hand (pa ut), ava as an 
equivalent of adkas іп 201114 to a downward (ava, adhas) gesture 
of the hand and sama in samapámi to an equal (sama) position 
of both hands or to a middling (sama) position (i.e. neither upwards 
nor downwards) of one hand. 


154-155. varna, cf. comm. Datt. 98-99. | | | 
"restraint, control, guidance” and 2. stopping, ceasing, 
о.с., p. 300, col. т, accentud es the 
second meaning of this term, the first meaning may prevail in this 
context, especially, if we consider Bharatas definition, | which 
mentions niyama, “limitation, restriction, determination, definition, 
fixed гше”, as equivalent to уай. СЕ BhN. 31, 371-372 (Baroda 


yati, I. 
a pause". Although Grosset, 
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ed.): srotogatà ca gopucchá sama catra vidhdya ca (read: ca trividha 
ya ca) || 37x || layapravrttavarna nà m aksara пат athatn ca | niyamo 
yo yatih 54 іш gitavddyasamasraya || 372 ||, "That one which is 
threefold, viz. moving like а current (srofogata) like a cow's tail 
(gopuccha) and equal (sama), and which regulates the progress of 
the speeds, the varnas and the syllables, is the уай, relating to 
vocal and instrumental music (372)'. Cf. also BhN. 3r, 333-334 
(Bombay ed.) Ghosh, Transl ІІ, p. 104, ch. 31, 489-493 gives а 
general definition of уай as well as а special definition of the three 
kinds of yati, probably using a version of BhN. which differs from 
the Bombay and Baroda editions. Since these definitions are 
rather vague and incomplete, we had better consult SarnSR. 5, 
46-50: layapravritiniyamo yatir ity abhidhiyate || 46 || sama srotogata 
сапуа gopucchá trividheti sã | ddimadhya vasa nesu layatkatve sama 
tridhà | 47 |layatraidhád àdimadhya vasanesu yatha kramat | cira- 
madhyadrutalaya tadà srotogatà mata || 48 || anya vilambamad hyá- 
bhyam madhyadrutavati фаға | drutamadhyavilambath syad gopucchá 
drutamadhyabhak || 49 || dvitiya туа bhaven madhyawilambitalayá- 
nvita |, "Regulation of the progress of the speeds, this is considered 
to be уай (46). It is of three kinds: equal (sama), moving like а 
current (srofogata) and like a cow's tail (рофиссһа). When there is 
one speed at the beginning, іп the middle and at the end, it is sama, 
which has three varieties (47), because there are three speeds. 
When at the beginning, in the middle and at the end the slow, 
moderate and quick speed [appear] in due order, it is considered 
to be srotogata (48). The second [variety of srotogata] is in case of 
slow and moderate [speed], the third one in case of moderate and 
quick [speed] By quick, moderate and slow there is gopuccha. 
Connected with quick and moderate (49) is the second [variety 
of рориссћа). The other опе is furnished with the moderate and 
the slow speed’. 

The first уай, called sama, "equal'", corresponds, according to 
to Grosset, o.c., p. 300, col. т, to the European expression sostenuto 
(it. for "sustained") The second уай, which is called srotogata, 
“moving like a current", because the speed gradually increases, 
and which, according to Grosset, may be compared with the 
European accelerando (it. for "accelerating, quickening") is 
explained by Kallinàtha on SamSR. 5, 46-49: sroto yatha pratha- 
mam vilambya jalasamrddhau зағуат tatak sighram gacchati, tadvad 
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— Like а current, which, at first [moving] slowly, 
B q y, when there is an increase of water, in the same wa 
in accordance with its true meaning is sroto at "movi ^ 
like a current zm qon rim (gata) 
» О (srotas)’’”’. The third уай, which is called gopuccha 
“like a Cow's tail", because а relatively slow speed appears at the 
end, and which, according to Grosset, corresponds to the European 
rallentando (it. for “slackening, slowing down"), i j r 
Kallinatha, commentin багт т шш. iq ananpi 

н, ting on SarñSR. 5, 46-49: yathà goh puccham 
ante visiriam bhavats tadvid (read: tadvad) iti bhávah, "As a tail of 
а сом appears to be extended at the end, in the same way, it (ie. the 
gopuccha уай) appears to be’. 

JagSC. І, 59, though mentioning the three уай, refers to Dattila 
and other authors for a correct definition of this term, which he 
himself calls Jaya-yána-yati, "regulation of the moving of the 
speeds". 

Like the three speeds each of the three yatis apply to a special 
style (màrga) So the sama уай suits the citra style (which 
is mainly instrumental) the svotogata уай the vrii or varitika 
style (in which vocal and instrumental music are of equal impor- 
tance) and the gopuccha уай the daksina style (which is mainly 
vocal) Cf. BhN. 29, 72 (Baroda ed. p. тот, ll. 3-6); Ghosh, Transl. 
II, p. 43, ch. 29, 102; MBrh. p. 51, ll. 11-14; KuSR. 2, 1, 4, 383-384. 

In modern Indian music practice there are five уай5, two of 
which, viz. sama yati and gopuccha уай, recall the ancient Indian 
term. Their meaning, however, may be different, since these modern 
yatis relate to the speed of the beats of a tāla. Cf. Gosyami, o.c, 
р. 167. 

laya, cf. comm. Datt. 151cd-152ab. 

citra, cf. comm. Datt. 43 vritayas. 

madrakady-, "madraka, etc. ie. madraka and the other 
traditional songs, Viz. ullopyaka, афаға waka, pr akari, ovenaka, 
vovindaka and uttara, to be discussed next, that is to say in verses 
r6r ff. Cf. BhN. зі, 189 ff. (Bombay ed.); 31, 200 ff. (Baroda ed.); 
Ghosh, Transl. II, p. 77, ch. 31, 220 ff. These seven types of songs 


belong to the class of dhruvá songs. Cf. comm. Datt. I35cd-137ab 
and 161; BhN. 32,2 (Bombay ed.); Ghosh, Transl. II, p. 106, ch. 32,2. 


yaka. А dhruva song is called kulaka 


156-157. kulaka, ched 
in the theory of poetry 4 numbe, of 


(lit. multitude, collection; 
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stanzas constituting one sentence), when its vastus (1.е. principal part 
of a song; cf. comm. Datt. 139-140) only contain one sentence or 
period of the text, and chedyaka (lit. consisting of several sections), 
when its vastus consist of several sentences or periods. Cf. BhN. 
31, 321 (Baroda ed.); Ghosh, Transl. II, p. 91 f., ch. 31, 365-366; 
SarnSR. 5, 56 #.; KuSR. 2, 4, I, 13-15. 


157-159. niryukta. А dhruvá song is considered to be''limited" 
(niryukta), when all its limbs (айра; сі. BhN. 32, 4-6 mentioning 
the limbs of the dhruuá songs, which we had better call ‘special’ 
limbs in contradistinction to the ‘general’ limbs, discussed comm. 
Datt. 144) are fixed. BhN. 3r, 323 (Baroda ed.) defines er yukta: 
bahirgitangasakhabhir yuktam niryuktam tsyate |, “That [song] 
which is connected with the bahirgitas (cf. comm. Datt. 45, Suska), 
the limbs (аа; see above) and the sakhds (ie. Sakha and prati- 
5а Ња, which are special parts of a composition, occurring in some 
dhruva songs; cf. comm. Datt. 172-173ab; 177d-178ab; 181cd- 
I84ab), is considered to be niryukta’. Cf. Ghosh, Transl. II, p. 92, 
ch. зі, 367-368. SarmSR. 5, 58 states: sarva hgayuktam niryuktam, 
“It (ie. a dhruvad song) is niryukta, when all its limbs (anga) аге 
fixed’. Cf. KuSK. 2, 4, 1, 16. 

padaniryukta. А dAruvd song is called “limited as to its words" 
(padaniryukta), when it is partially fixed. BhN. зі, 324 (Baroda 
ed. defines padantryukia: bahirgitavihinam іш padaniryuktam 
tsyate |, "That [song], which is not connected with the bahirgrtas 
(see above), is considered to be padaniryukta”. Ct. Ghosh, Transl. 
II, p. 92, ch. 31, 367-368. SamSR. 5, 58f. gives a more detailed 
definition: padantryuktam punah || 58 || baddham stuttpadats tyak- 
topohanapratyupohanam |, “That [song] on the other hand, is 
padaniryukia (58), which is composed on the words of a eulogy 
(stutt), and of which the upohana and the pratyupohana (i.e. parts 
of a dhruva song; cf. comm. Datt. 165-166ab and 166cd-167ab) 
are lacking’. Cf. KuSR. 2, 4, І, 164-17с. 

aniryukta. The dhruv song, which is “not limited” (ansr- 
yukta), is defined BhN. зі, 323 (Baroda ed.): bahirgriángahinam 
сару апітушаат iti smrtam ||, “Traditionally the aniryukta [dhruva 
song] is not connected with the bahirgitas (see above) and the 
limbs (алға; see above)” Cf. Ghosh, Transl. П, p. 92, ch. 31, 
367-368. SarmiSR. 5, 59 defines this type of dhruvd song rather 
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briefly: vastumatrair [baddham] aniryuktam, “That [dhruvá song] 
which is [composed of] the mdiras (rhythmical period; cf. comm. 
Datt. 130-131 and 161 trimdtram...) of the vastus (і.е. principal 
part of a song; сі. comm. Datt. 130-140), is aniryukta’. KuSR. 
2, 4, I, 17d-18b gives a more elaborate description: aniryuktam 
athocyate || 17 || Sirsakapramukhair angair vastumátrair уай iryate | 
"Next, that [dhruvd song] is called aniryukta which is sung with 
the limbs (айра), Sirsaka and pramukha (metri causa instead of: 
bratimukha, "counter-opening', the counterpart of mukha, "open- 
ing’; cf. comm. Datt. i92cd-195a; ВАМ. 32, 4, Baroda ed.; 
Ghosh, Transl. II, p. 106, ch. 32, 4-6) and with the smdiras of the 
vastus”. 

catuskala, “having a fourfold lá” refers to a special proce- 
dure of time-measurement (tala) which is commonly used in the 
daksina marga, the style in which the vocal music prevails. Cf. 
comm. Datt. 110 бай, especially the variable time-unit, kala, in 
its fourfold form; comm. Datt. 115-117, mārga and comm. Datt. 
134cd-135ab, catuskala. 

sarvatra, “everywhere”, ie. in any of the seven dhruva songs, 
that is to say, in the songs called madraka, ullopyaka, etc. to be 
discussed next. 


160. vastu, cf. comm. Datt. 139-140. 

sannipata, сі. comm. Datt. 121. 

saptarüpa, “sevenfold”, ie. of the seven dhruva songs, called 
madraka, etc. 

vidhisv ekakaladisu, “in the [metrical] procedures of one 
or more kalās ”, ie. in the three procedures ої йа, called ekakala 
(having simple а/а), dutkala (having double kalds) and catuskala 
(having fourfold Ба145), each of which apply to a special style 
(marga). Cf. comm. Datt. 110, kalá; 115-117, márga; 125, yathaksara, 
130-134ab, dvikala and 134cd-135ab, catuskala. 


161-221. Introduction to the dhruva songs. 

The seven kinds of songs to be discussed next, viz. madraka, 
ullopyaka, араға така, prakari, ovenaka, rovindaka and uttara, 
belong to the class of dhruva songs. Cf. BhN. 32, 2 (Bombay ed.). 
Accoxing to BhN. 32, 8 (Bombay ed.) the term dhruva applies 
to songs in which the relation between words (va Ауа), varnas, 
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graces (alamkd ға), succession of speeds (уай), ways of beginning 
(pat) and speeds (laya) is fixed. For the Samskrt text and the 
translation of BhN. 32, 8 see comm. Datt. 135cd-137ab, where 
this verse has already been quoted in connection with a special way 
of finger-counting, used in some talas of the dhruva@ songs. 

In modern Indian music there is a composition, called dhripad 
(= dhruva pada), the name of which recalls to mind the above 
mentioned ancient Indian song. Although we should not directly 
compare these two forms, it 15 a remarkable fact that the modern 
form is as strictly fixed by rules as the ancient one. O. Gosvami, 
The story of Indian music, Bombay 1957, pp. 124 ff. defines the 
modern dhritpad as follows:“... it is guided by a fixed set of rules, 
Each of its four parts is unalterable in respect of words, notes, 
time, beats, etc. Each stanza and the whole piece has to be sung 
іп a fixed manner. The style 15 very masculine and almost devoid 
of studied ornamental flourishes except a few graces and shakes, 
which too are very short. No improvisation, no ornamentation, 
no fancy may be indulged in”. We may also notice a prevalence 
of less complicated tālas (i.e. £ssra or tryasra and catusra or caturasra 
talas; cf. comm. Datt. 135cd-137ab) in the ancient as well as in 
the modern dhruva song. 

Prajhanananda, Hist. Study, p. x94 f. states that the modern 
dhruvapada is not derived from the ancient dhruvá-ga na, but from 
the salaga-suda-dhruva-prabandha (cf. o.c., р. 172), which was 
revived Бу Кай Man Singh of Gwalior (15th-16th century) (сі. o.c., 
рр. 163; 176; 195). Prajfianananda, o.c., p. 194 f. opines that опе 
should distinguish between dhruva and dhruvà, saying that dhruva 
is the special kind of s@laga-stida-prabandha, which was revived 
by Каја Man Singh, dhruva, оп the other hand, the stage-song of 
Bharata (cf. BhN. 32, 1-3). This author seems to contradict himself, 
since he mentions o.c, pp. 169 and 171 the seven songs, called 
madraka, etc., which are Bharata's stage-songs (dhruva’), as praka- 
ranas (ie. compositions) constituting the śuddha and sdlaga sūda- 
prabandha. Cf. багА5К. 4, 311-313 and Kallinàtha commenting 
upon this verse. 

Prajüànananda, o.c, p. 194 is however right, when he says 
that Bharata's dhruvd songs, mentioned in the 32nd chapter of 
BhN. (cf BhN. 32, 1-3; explanation BhN. 31, 189 ff.; especially 
31, 214 ff. (Bombay ed.)) are stage-songs. BhN. 32, 433 (Bombay 
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ed., Ghosh, Transl. II, p. 155, ch. 32, 483) mentions the seven songs, 
madraka, etc., in connection with the preliminaries of a play and 
the worship of the gods. BhN. 5, 12-13 (Bombay ed. Ghosh, 
Transl. I, p. 77, ch. 5, 12-15) says that one of the madraka and the 
other songs is sung, when the curtain has been removed. BhN. 
states 5, 48 (Bombay ed.; Ghosh, Transl. I, p. 82 f., ch. 5, 45-54) 
that, when the songs (gifaka, ie. madraka, etc.) are sung, the gods 
enjoy them, and 5, 21 (Bombay ed.; Ghosh, Transl. I, p. 79, ch. 
5, 21) that the seven songs are meant for singing the glory of the 
gods. 

The sdlaga-sida-dhruva-prabandha was a special kind of pra- 
bandha. The term $rabandha indicates a composition, which 
together with the rw fafa and the vastu belongs to the ntbaddha 
gána (cf. SàrnSR. 4, 6), the vocal music "bound by dhdius and 
angas' (cf SarnSR. 4, 5), which has been discussed before 
in connection with the term vaste (cf. comm. Datt. 139-140, 
vasi). 

Prajfianànanda, o.c, рр. 1684. does not clearly distinguish 
between nibaddha and niryukta. According to SarnSR. 4, 6, how- 
ever, prabandha is a special kind (bheda) of nibaddha gana, whereas 
niryukta is mentioned 4, 21 f. as a special variety of the prabandha 
composition, which is fixed as to its metre (chandas) and its time- 
measurement (tala). BhN. 32, 31 (Baroda and Bombay ed.) opines 
that a pada (which, as Ghosh, Transl. II, p. 108, note (28)? supposes, 
may mean "song") is #sbaddha, when it has a fixed number of 
syllables, a special metre (chandas), a special progression of speeds 
(уай), and a special tāla. ВАМ. 32, 34 (Bombay ed.) says that 
padas are called dhruva, when they are nibaddha. Cf. Ghosh, Transl. 
П, p. roo, ch. 32, 36. In Bharata's system the seven kinds of 
dhruva songs, that is to say, madraka and the other songs, have 
three varieties, viz. niryukta, padamiryukta and aniryukta. | СІ. 
BhN. зї, 322 (Baroda ed.) and comm. Datt. 157-159. It's obvious 
that in both ancient Indian systems mr yukta js a special variety 
of a composition (according to багА5К. of the prabandha Шаты 
tion; according to BhN. of the dhruva song), which belongs to Е 
class of mibaddha songs (according to SarhSR. mibaddha gana, 
according to ВАМ. nibaddha pada). .. | | 

Іп anni system а prabandha composition тау 00 Dm 


of four, three or two parts (dhatu), called udgraha, — 
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dhruva and ábhoga (cf. SàrhSR. 4, 7-9) of which опу melāpaka 
and dbhoga may be omitted. An additional fifth dhafw appears 
only in the varieties of the sdlaga-suda-prabandha between the 
dhruva and the dbhoga (cf. SaraSR. 4, 9-10). According to SamSR. 
4, 12 there are three kinds of prabandha, that is to say, prabandhas 
with two, three or four dhatus. 

SamSR. 4, 12-19 explains the six limbs (айра) or elements, 
which constitute the $rabandha composition, viz. note (svara), 
praise (biruda = viruda) word (pada), prayer (tenaka), audible 
hand-movement (йа) and time-measurement (tala). The five 
classes (jati) of prabandha, determined by the number of limbs 
occurring in a composition (cf. бага5К. 4, 19-21) are obviously 
due to the Indian predilection for systematizing. 

SarñSR. 4, 22 f. presenting a more reasonable division, which 
may have been based on musical practice, distinguishes three kinds 
of prabandha, viz. sūda, ай and uiprakirna. 

SarnSR. 4, 311 states that there are two kinds of sūda prabandha, 
viz. sdlaga and śuddha. The $uddha sida prabandha is defined 
SàmSR. 4, 313: ja@tyddyantarabhasa тат Suddham prakarananvt- 
tam |, “That which has ja£is in the first place and antarabhasd'’s in 
the last place, and which contains prakavanas”. КаШпаіћа, com- 
menting upon this line explains: jatyddyantarabhasa йат ili | јайка- 
palakambalagitigra mardgoparagabhasauibhasantarabhasapar yantam 
ity arthah |, “ “Which has јайѕ in the first place and antarabhasás 
іп the last place’ means: which has 7405, kapdlas, kambalas, gitss, 
grdmaragas, upara gas, bhasds, vibhásás, and lastly, antarabhasas”. 
The salaga sūda prabandhas, which were variations or shades 
(chá ya) of the suddha süda prabandhas, called eld, etc. (cf. SamSR. 
4, 312), may have been based on the same rdgas апа bhá sas. Kalli- 
ndtha, commenting upon this verse, explains sdlaga as a dialect 
form (Apabhramáa) of chá ydlaga (from: chayd-lag, “obtain shades"). 
If Kallinátha's explanation of prakarandnvitam (сі. SamSR. 4, 
313) is right, Bharata's dhruvd songs, madraka, etc., are included 
іп the $&ddha and the sdlaga sūda prabandhas. In this way the 
tradition of the ancient dhruvd song may have been continued in 
the prabandha compositions, described in the SamSR., KuSR. 
and other treatises. 

The sálaga-suda-dhruva-prabandha, which is supposed to be 
the forerunner of the Hindusthàni dhruvapada (cf. Prajñanananda, 
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o.C., p. 172), is the first one of t  Шара-вй 
mevtioned S&rlSR. 4 srl he seven sálaga-stida-prabandhas, 

To prove his theory on the development of the dhrūpad song 
Prajüánánanda, o.c, р. 201 quotes Bhàtkhande, Comparative 
study of some of the leading musical systems of the 15th, 16th, 
17th and 18th centuries, who opines that Bhavabhatta’s description 
of the dhruvapada in terms of prabandha—that is to say, as a 
composition of four parts, viz. udgraha, dhruvaka, ábhoga and 
antara—proves that the dhruvapada evolved from the prabandha. 
The modern dhruvapada consists of four parts, viz. 5/4 yi, атауда, 
sañcarī апа abhoga (cf Prajüanananda, o.c., p. 201), the names 
antara and abhoga reminding us of the ancient prabandha compo- 
sition. 

The structure of the salaga-stida-dhruva-prabandha is described 
SamSR. 4, 315 f.: ekadhátur duikhandah syád yatrodgrahas tatah 
param | kimcid uccam bhavel khandam dvir abhyastam idam trayam || 
315 || tato dvikhanda ábhogas tasya syat khandam айтат | ekadhatu 
dvikhandam ca khandam uccataram param || 316 ||, “Where ап 
udgraha, consisting of one dhãtu and of two parts (khanda) appears, 
there follows some part [which is sung] in the high register (исса-- 
tava sthána) These three parts are repeated twice (315). Next, 
there is the dbhoga, consisting of two parts. It has a first part, 
which is [similar to the wZgráha consisting] of one dhatu and of 
two parts. There follows a part [sung] higher than the high register 
(uccatara = higher than tára sthā na) (316) ". Simhabhüpala, SàrnSR. 
vol II, p. 342 commenting upon these verses, explains: purvam 
sadr sageyakhandadvayayukta udgra hah kartavyah | tato anantaram 
himcid uccam khandam antara khyam Бапаууат | eat trayam api 
dvir abhyasiam dvir geyam | tato тапіағат khandadvayayukta 
ábhogah | tasya prathamam khandam sadirSyageyakhandadvayayuk- 
tam | dvitiyakhandam tato фу uccam ga tavyam |, “First an udpraha, 
consisting of two parts which should be sung in the same way 
should be applied. Immediately after it some part [sung] in the 
high register (исса), called antara, should be performed. This makes 
three parts. ‘Two times repeated’ [means that] it should be sung 
two times. After it, there is the dbhoga, which consists of two 
parts. Its first part is connected with the two parts (те. the two 
parts of the sdgraha), which must be sung m the same way. Its 
second part should also be sung in the hugh register (исса). 
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If we compare this structure with the structure of the later 
dhruvapada song, we may suppose that the first part, wudgra ha, 
changed its name and developed into the stha’yi, whereas the addi- 
tional part, antara, which is up to the present time sung in the 
high register (cf. Popley, o.c., pp. 89 f.) kept its name, while the 
last part, абһора, was divided into two separate parts, of which 
the first one, which was already in Sárügadeva's time melodically 
connected with the и4рға ha, became the modern зайса уі, which 
repeats melodies from the former parts, and the second one, which 
already іп Sàrügadeva's time included the name of the composer 
(cf. SarhSR. 4, 317; Simhabhüpála on 4, 314-361, SamSR. vol. II, 
P. 342, 1. 6 of the comm. ; Popley, o.c., р. go), preserved the name 
abhoga. 

In his description of the sdlaga-stida-dhruva-prabandha S&rnSR. 
4, 318-332 does not mention the melodies of this song, neither the 
ra gas, bhásás, etc., nor the prakaranas (compositions, i.e. the ancient 
dhruvd songs of BhN.), which according to the definition of 4, 311- 
313 are included in this kind of prabandha compositions. He only 
refers to sixteen poetical metres, each of which should be executed 
in a special tala. 

In the same way Bharata did not mention the ragas to be used 
in his dhruva songs. This author pays more attention to the appli- 
cation of time-measurement (tala), stating BhN. 31, 367 f. (Baroda 
ed.; Ghosh, Transl. II, p. 103, ch. 31, 483-484) that the seven 
traditional songs are all recognized by their tālas. The melodies 
or ga'nas—Bharata's names for the ancient gramaragas (сі. comm. 
Datt. 48, јан and rága)—which according to ВАМ. 32, 428 f. 
(Baroda ed.; Ghosh, Transl. II, p. 156, ch. 32, 485-486) should 
be executed in the five parts of the drama, do not apply to the seven 
traditional dhruva songs (madraka, etc.) because these songs are 
not performed in the course of the drama, but in the preliminaries 
(see before, p. 369). When BhN. 32, 389-391 (Baroda ed.; cf. Ghosh, 
Transl. II, p. 152, ch. 32, 446-448) states that in case of gods, that 
is to say, when gods appear on the stage, the ус, gáthá and ратка 
dhruva songs should be executed, he only mentions a few jàtis, 
viz. jàtis connected with (the notes) gandhara, тайһуата and 
pan cama. 

KuSR., however, provides his examples of the ancient dhruvd 
songs with particular ragas. To illustrate his method we will 
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transcribe the third vasty of " i 
notation (cf. KuSR. pp. 524 De pm 

The first rhythmical period (лаға) of this vastu is combined 
with the тара malhára (cf. KuSR. 2, 2, 2, 152; SarnSR. 2, 2, 155) 
which is an updviga of andhdli (cf. KuSR. 2, 2, 3, 56 f.; — апа. 
Ша of SárnSR. 2, 2, 152 Í.), which is a bhdsdnga (SarmSR.: vibhása) 
of da ksinātyã (cf. KuSR. 2, 2, 3, 56; 2, 2, I, 849 f.; SamSR. 2, 2, 
151 f.), which is а bhdsd of the parent руйтағара $uddhapaw сата 
(cf. KuSR. 2, 2, т, 203 ff; SamSR. 2, 2, 148 ff). According to 
KuSR. 2, 2, 2, 152 and Šā mSR, 2, 2, 155 the raga malhāra has dha 
as dominant (ama), initial note (graha) and final note (яуа sa) and 
lacks sa and pa. In the melody of the above mentioned mdtrá pa 
is omitted, but sa occurs a few times. The raga malhd'ra of KuSR. 
and SarnSR. may have had a kakali ni (c sharp) and an antara 
ga (f sharp), just as its parent raga, the grámara'ga $uddhaparicama. 

The second mdird is combined with the raga marutkrtt (cf. KuSR. 
2, 2, 4, 19; SamSR. does not mention this гара), which springs 
from the raga bhairava (cf. KuSR. 2, 2, 2, 35 Н.; SarmSR. 2, 2, 82), 
which has bhinnasadja (сі. KuSR. 2, 2, r, 266 ff.; SariSR. 2, 2, 
79-81) as its parent grámara ga. According to KuSR. 2, 2, 4, 19 the 
тара marutkrti has sa as ата, graha and nydsa, and lacks dha and 
ri just as the melody of this эйт. This raga may have had а 
kakali ni and an antara ga just as its parent scale, the grémara ga 
bhinnasad ja. 

The third mdtrd is combined with the тара dhorani, which 
according to KuSR. 2, 2, 2, IJI (SarnSR. does not mention this 
гара) derives from the sadjagráma and has ni in the high register 
(tāra) as атќа and graha and lacks ri and pa just as the melody 
of this mad. 

The fourth таға is combined with the raga інғиҙКаранда 
(KuSR. 2, 2, 2, 162; SàmSR. 2, 2, 157), which is an ира пва of 
ғанда (KuSR. 2, 2, 2, 75; SamSR. 2, 2, 92), which is ап айва of 
(KuSR. 2, 2, т, 388 ff.; SamSR. 2, 2, 9o ff.). 
The тара turuskagauda has ni as amsa, graha and nydsa and lacks 
ri and pa. In the melody of the fourth таға these notes are not 
omitted. This raga may have had a kakali ni and an antara ga, 


just as its parent raga fakka. | | 
d in the fifth та?да is not the karnd- 


The тара karna {аранда use 
{аранда of KuSR. 2, 2, 2, 167, which has mi as ата, graha апа 


the gramaraga takka 
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nydsa, but the raga of the same name mentioned SamSR. 2, 2, 156, 
which has sa in the three functions. This may be the variant to 
which KuSR. 2, 2, 2, 170 refers. This raga is, just as the raga 
turuskagauda, which has been mentioned before, an upasiga from 
gauda, which has the gramaraga takka as its parent гара. Therefore 
the karnāta raga occurring in the music example of this тайға 
may have а kakali ni and an antara ga. 

Although there are many different lahta тараз, the raga lalitā 
used in the sixth mdird is the айа described KuSR. 2, 2, 3, 12, 
because the melody occurring in this matrd roughly corresponds to 
the notes of the second part of the dafa (сі. KuSR. 2, 2, 3, 15) of 
the music example, which illustrates Kumbha’s description of 
this raga (cf. also SarnSR. 2, 2, 176 f. and ll. 4 f. of the following 
music example). This /alitd тара has dha as amsa, graha and nyasa. 
It may also have а kàkali ni and an antara ga, because it springs 
from the bhinnasadja gra тағара, which has been mentioned 
before. 


1l61cd-171ab. madraka song. 


l6icd. trimátram vastu ...madrakasya, “the vastu of 
three mdtrds of the madraka [song]. The mátrá occurring in this 
context is not the usual mdtra, that is to say, the mátrá іп its sense 
of smallest unit of time, which has already been explained comm. 
Datt. 111, máira, but the mátrá, which refers to a rhythmical period 
of the main part (vastu) of a composition and which has been dis- 
cussed comm. Datt. 130-131. In the madraka song the vastu obvious- 
ly consists of three such rhythmical periods or matras, each of 
which contain four $ádabhágas. This padabhaga or variable time- 
unit, which is an equivalent of the kala as changeable unit of time 
(cf. comm. Datt. 110, $adabhága) consists of two kalās (ie. the 
fixed kald or guru kala, which may be equated with two laghus 
or mdirds) in the dvtkala procedure, of four kalds in the catuskala 
procedure. Cf. ВАМ. 31, 222 and 226 f. (Bombay ed.); Ghosh, 
Transl. II, pp. 8r f., ch. 3r, 256 and 260 f.; SarmSR. 5, 78 and 82 f.; 
KuSR. 2, 4, т, 84% and gz. 


162. pata, cf. comm. Datt. 110, pata and 118-122. 
padabhaga, cf. comm. Datt. то, фа dabhága and 161, trimatram 
vasíu... madrakasya. 
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162-164ab. In these lines Da tla mentions the hand-movements 
(pata), which mark the halás of all padabkagas of a vastu іп the 
caiuskala procedure of the madraka song. Cf. BhN. 31, 228230 
(pombay ed.); Ghosh, Transl. II, p. 82, ch. 31, 262-264 (the trans- 
lation IS not quite correct!); the examples (prastdva) following 
багћЅК. 5, 87 and KuSR. 2, 4, I, 100. We may read 163cd: sastha- 
ѕафіатауо[т antyas {4]о ‘tha navamasya ca, and 164a: [44уа)ѕ іш 
dvádasasya sydd. 


164с4. According to the ancient tradition a madraka song con- 
sisted of three or four equal vastus (i.e. principal part of a composi- 
tion; cf. comm. Datt. 139-140) and a closing $irsaka (Le. one of 
the limbs or asgas, which may occur in a dhruvd song; cf. ВАМ. 
32, 4-6). СІ. the example following Siri SR. 5, 87 and KuSR. 
2,4, I, 100. 


165-166ab. рапсарапі, ie. a particular tāla; cf. comm. Datt. 
127-129. 

upohana, from the verb ифой-, “to push’, “bring near’, "cause 
to appear’, "produce", is an untranslatable term. It is defined 
ВАМ. 31, 138 f. (Baroda ed.) upohyante svard yena tena gitam 
pravartate | tasmad upohanam jneyam Suskaksarasamanuitam || 138 || 
athavopohyate yasmat prayogah sü canädibhih | tasmad upohanam 
hy etad ga nabhándasamásrayam | 139 ||, “Ву that one, by which 
the notes are produced (wfohyante), the song is introduced. There- 
fore it should be known as the #pohana, which consists of mere 
syllables (Ghosh, Transl. II, p. 70, ch. 3r, 144 translates: "un- 
meaning syllables") (138). Or, because by this one the performance 
is set into motion with sūnas (lit "indication"; cf. however, 
Ghosh, Transl. II, p. 70, note (145)1) etc., therefore it is the upohana, 
which is connected with singing and musical instruments (139)”. 
Being the first rhythmical section of the first vaste (cf. KuSR. 
2, 4, 1, 87) of the madraka song it contains eight kalás in the catus- 
kala procedure, ie. in the procedure in which each фа dabhága 
consists of four kalās. Cf. BhN. 31, 232 (Bombay ed.); Ghosh, 
Transl. II, p. 83, ch. 31, 265; SàrnSR. 5, 84; KuSR. 2, 4, 1,94. 


yathdmargam, "according to the stylé, ie. “according to 
the daksina тата”, the style in which the vocal music prevails 
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(cf. comm. Datt. 43, vrifayas) and in which the kala (= pa dabhaga) 
is fourfold (catuskala) (cf. comm. Datt. 115-117, тағра). 

According to 166ab in the duikala procedure of the madraka 
song, that is to say, in the procedure in which each padabha ga 
contains two kalds, the upohana consists of three kalas. Cf. BhN. 
31, 220 (Bombay ed.); Ghosh, Transl. II, p. 80, ch. 31, 254-255; 
SamSR. 5, 79; KuSR. 2, 4, x, 87. 


166cd-167ab. pratyupohana. This part of the madraka song, 
called "counter"-wfohana, is the initial rhythmical section of the 
second and the other vastus, whereas the ифойала 15 the initial 
rhythmical section of the first vastu. KuSR. 2, 4, 1, 87 f. describing 
the dvikala procedure of the madraka song, draws a clear distinction 
between the w$0hana and the pratyupohana: kalanam iritayena 
са | pū rvavastumukhe Ра туат upohanam athánayoh || 87 || vastunoh 
kalikam vatha dvikalam pratyupohanam |, "At the beginning of the 
first vastu an upohana with three kalds should be applied. Next, [at 
the beginning] of the other (87) vastus а counter-«fohana of one or 
two ala s". Cf. KuSR. 2, 4, І, 94-96 where the upavahana (= upo- 
hana) and $ratyujohana are defined once more. As to the number 
of kalās in the pratyupohana BhN. 31, 232 (Bombay ed.) describing 
the catuskala procedure of the madraka song, says: eka due са 
catuskas ca lathà syat pratyupohanami || 232 ||, "One, two or four 
(ғай45), thus is the counter-wpohana’’. Cf. Ghosh, Transl. II, p. 83, 
ch. 3r, 269-270; KuSR. 2, 4, І, 95-96. In the dvikala procedure of 
the madraka song the counter-wfohana contains only one or two 
kalas, or does not appear at all Cf. ВАМ. 31, 221 (Bombay ed.); 
Ghosh, Transl. II, p. 80, ch. 3r, 254-255; SarmSR. 5, 8o. Cf. also 
KuSR. 2, 4, І, 88:... kalikam ойла dvikalam pratyupohanam | na 
ká ryam atra kesásncit. sammate pratyupohanam || 88 ||, ^... а coun- 
ter-upohana of опе ог two kalds. According to the opinion of some 
people the counter-ufohana should not be applied here (i.e. in the 
dvikala madraka song)". 


167cd-168ab sdmudga vividha, ie. the vividha with equal sub- 
sections (2424 71). For the definition of this special kind of limb 
(азда) see comm. Datt. 144, vividha and 148-150, sa тидра. Accord- 
ing to Datt. 167cd the samudga vividha is the vividha, which 15 
fitted for the madraka song. Cf. Ghosh, Transl. II, p. 76, ch. 31, 
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213 (a verse which does not occur in the Bombay and Baroda 
editions). 

dvaigeyaka. For similar definitions of this term, which in a 
special case 15 an equivalent of vividha, see comm. Datt. 148-150, 
dvaigeyakam. KuSR. 2, 4, 1, 97 describing the catuskala procedure 
of the madraka song, probably refers to Datt. I68ab, when he 
says: dvaigeyaká khyo vividhas {дуй yakas ya vastunah | prante рийлаа 
Ráryo дашайтайа tha || оу ||, “According to the opinion of 
Dattila and others, the vividha, called dvaigeyaka, should be applied 
here (Le. in the catuskala madraka song) at the end of the third 
a, by the experts of songs (gii, in this case, is identical with 
gitay. 


168cd. We may compare this line with SarnSR. 5, 77: ddyam 
тазін dvayam mandramsagraham madrake тайт || “Іп the ma- 
draka song the first vastu is considered to be of two kinds: with a 
low [note] as dominant (ama) and [wih a low note] as initial note 
(graha)’. Cf. KuSR. 2, 4, І, 75: mandragrahá mSopacttam sadád yas 
vastu dvayam vastuvidà т abhistam |, "The first vastu is always 
considered by the experts of vastu as being of two kinds: abundantly 
furnished with low [notes] in the function of initial note and [abun- 
dantly furnished with low notes] in the function of dominant”. 


169ab. parivarta. For a definition of this term, which, according 
to SarnSR. 5, 208, indicates the succession or exchange of the 
sections (kandika) of а song, see comm. Datt. ттт, partvaria. 
Dattila's statement of r69ab is also found Ghosh, Transl II, 
р. 83, ch. 31, 268-269 (verses, which are lacking in the Baroda and 


Bombay editions). 


169cd. In this line Dattila may have referred to the silent hand- 
movements, of which miskrdma is the one to be applied in the 
madraka song (cf. comm. Datt. x18, dvapa, 119, niskráma, viksepa 
and 120, pravesa). The audible hand-movements, viz. батуа, tala 
and samnipata have already been discussed comm. Datt. 120-121. 


170-17lab. prativastu, “counter -pastt. This term, which is 
not clearly defined anywhere, may indicate the fourth v asit v, 
which sometimes occurs in a madraka song. In ths case,t hiat iis 
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to say, when the song contains four vastus, the Sir:saka is lacking. 
So Datt. 170 may mean: If the counter-vastu (prativastu or fourth 
vastu) is omitted, there is a remaining part, which is called sirsaka 
As to the structure of the prativastu SarmSR. 5, 80-81 says: vivi- 
dhah prativastu sydn matrayor ekakam punah || 80 || bhavet trtiya- 
mairadydm, "The prativastu is a vividha оп two таз. On the 
third таға, on the other hand, it is сайа’. Cf. KuSR. 2, 4, т, 85-86. 
According to Datt. 17r the аяда structure of both the prativasty 
and the remaining part, Sirsaka, is equal, that is to say, both of 
them contain the limbs (anga) vividha and ekaka. 

girsaka. Тһе rhythmical structure of this part, which is the 
final part in а madraka composition, is mentioned Datt. 170cd. It 
is the pavicapd ni tala (cf. comm. Datt. 127-129), of which the most 
simple form, the ekakala form, in which the padabhaga is equal to 
one даја, suits all procedures of the madraka song, although the 
other forms, that is to say, the dutkala and catuskala pascapá ni, 
may also be applied in some procedures of this song. Bharata is 
not quite clear on this point. For the rhythmical structure of the 
$Sirgaka in the ekakala madraka song see the explanation following 
SamSR. 5, 77: vaslutrayánte Яғҙаһат catuskalena pañcapāninā 
yathaksarena và ga yet ||, "At the end of the three vastus one should 
sing а $irsaka in the catuskala or in the yathd ksara (i.e. the most 
simple form of a tala, which is also called ekakala; cf. comm. Datt. 
125, yatháksara) paficapáni'. Cf. KuSR. 2, 4, І, 70, and the example 
following 2, 4, т, 82. For the rhythmical structure of the $irsaka 
in the dvikala madraka song see the explanation following Sarn SR. 
5, 82ab: tdrgvastulraya nte sirsakam yathá ksarena dvikalenottarena 
và|, 'Atthe end of three such vastus there is a $irsaka with the 
yathaksara (see above) or dvikala [paficapá ni] as the concluding 
[tala]. Cf. SàriSR. 5, 79. KuSR. 2, 4, т, 86-87 clearly explains: 
Sirsakam. punah | yathà ksarena dvikalenátha và paficapánina || 86 || 
vastutraydi param káryam, "Sirsaka, on the other hand, should 
be applied after the three vastus with a yathaksara or dvikala 
parcapa ni”. For the rhythmical structure of the $irsaka in the 
catuskala madraka song see SamSR. 5, 83-84: catuskalenottarena 
kevalenásya $Str:sakam || 83 || yuktenaikakaládyair và, "Its (ie. of 
the catuskala madraka song) $irsaka [appears] with а catwskala 
uttara (= файсараті tala; cf. SarSR. 5, 23), isolated ог combined 
with the ekakala and the other variety (the plural is remarkable, 
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since only one variety is left, Le. dvikala)". СЁ the example following 


SarnSR. 5, 87; KuSR. 2, 4, т, 93-94 and the example following 
KuSR. 2, 4, I, IOO. 


171cd-179ab. aparàntaka song. 


171cd. For the number of vastus in the aparantaka song compare 
Ghosh, Transl. II, p. 84, ch. 31, 280 (this verse does not occur in 
the Bombay and Baroda editions); SimSR. 5, 89; KuSR. 2, 4, І, 
102. 


172-173ab. akha This term, which indicates the first part of 
the apardniaka song, is defined BhN. 3r, 240 f. (Bombay ed.): 
[try Jasratalasamudbhitam (cf. Baroda ed. 31, 246) patath sadbhir 
vtbhüsttam || 240 || vastu Sakhákhyam, "The vaste, which originated 
from the iryasra tala (ie. cdcaputa tala; cf. comm. Datt. 123-124 
cacaputa), and which is adorned with six hand-movements (påta) 
(240), is called ¢a@kha’’. Ct. Ghosh, Transl. П, p. 85, ch. 3r, 286. 
SarnSR. 5, 88 f. determines the Sdkha@ and its constituent part, the 
vastu, as follows: asminn ekakale vastu caturguru сайттар || 88 || 
parca sat sapta và vastiiny asya Sakha nigadyate, "In the ekakala 
(aparantaka] the vastu [consists of] four long and four short [notes] 
(88). Its (ie. of the араға niaka song) Sdkha is said [to consist of] 
five, six or seven vastus". Cf. KuSR. 2, 4, 1, 102 f. and 104. 

ardhamàtràni. The term 2/74, occurring in this context, 
indicates a rhythmical period. Cf. comm. Datt. 130-131, matra 
and 161, іуітдіғат... 

In the verses 172-173ab Dattila refers to the hand-movements 
(ñata) to be applied in the catuskala procedure of the apara нака 
song. Dattila's statement that the eighth and the twentieth alas 
are indicated by samyds (ie. claps of the right hand; cf. comm. 
Datt. 120) is corroborated by Ghosh, Transl. II, p. 84, ch. 31, 280: 
"In the end of the second [and] fifth Aalds there should be two 
éamyas’. Although we are not able to consult Bharata's text, 
since these lines do not occur in the Baroda and Bombay editions, 
we may read padabhaga for kalá which is obviously inserted by the 
translator. Since, in the catuskala procedure, а padabhaga contains 
four kalás, the end of the second padabhaga is the eighth kalz, and 
the end of the fifth pddabhaga the twentieth kala. In the same way 
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Dattila’s statement that the twelfth, eighteenth and twenty-first 
kalás are marked by tālas (ie. claps of the left hand; cf. comm. 
Datt. 120), is corroborated by Ghosh, Transl. II, p. 84, ch. 37, 
281:“And in the end of the third, [on] the second and (read: of) 
the fifth and at the beginning [of] the sixth there should be ёа...” 
If we compare the hand-movements (pata) prescribed by Dattila 
and Bharata with those enumerated SarmSR. 5, 103-104 and in 
the examples following 5, 104, there is some difference: The eighth 
kala, i.e. the last kala of the second padabha ga of Sákhá т (cf. SarhSR, 
vol. III, p. 64, 1. 5) is a pravesa (cf. comm. Datt. 120) instead of a 
батуда. In the same way, the twelfth, і.е. the last Ааа of the third 
pádabhága, is а samyd instead of a tala. The alternative, however, 
mentioned SarnSR. 5, 104: ғайафғап prāhur anye 'stamadváda- 
sasodaíá n ||, "Some people call the eighth, twelfth and sixteenth 
[kalas] Sa[mya], tala and pra[vesa]’, corresponds to the statement 
of Bharata and Dattila. СІ. KuSR. 2, 4, 1, 128 and the examples 
following 2, 4, I, ІЗІ, especially p. 498, last two lines and pp. 499 f. 


173cd-175a. upohana. Just as in the madraka song, in the 
афаға niaka song the first rhythmical section of the first vastu, 
called upohana (cf. comm. Datt. 165-166ab), consists of a special 
number of kalds in any of the three styles. BhN. 31, 251 (Baroda ed.) 
prescribes the following number of kalds in the upohana: wpohanam 
ca vaslvardham dvtkalam pratyupohanam | daksine іш tathà vyrttau 
catuskalam apisyate | dvtkalam daksine karyam urttaw catva catus- 
kalau ||, “The wpohana is half a vastu (which has, іп the madraka 
song, 6 X 4 kalās = 24 kalds); the counter-upohana consists of 
two kalás. In the daksina and the әу style it (ie. the wpohana) is 
considered to consist of four kalās. With two kalds it should be 
applied in the dakstna style and with four kalds in the vri style". 
Cf. Ghosh, Transl. II, p. 85, ch. 31, 290-291; SarñSR. 5, 101-102; 
KuSR. 2, 4, 1, xxo f. 


175b. $rotogatà yati. This is the progress of speeds (уай), 
called "moving like a current" (srofogatá), which has already been 
explained comm. Datt. 154-155. The application of yatis in the 
apara niaka song is mentioned KuSR. 2, 4, 1, 132 айла gitakavinya- 
sah kriyate laksanánvitah | márgagitigrahayatikalá layavibhū sitah || 
132 ||, "À composition of songs is performed with its characteristics, 
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while being furnished with a [special] style (mdrga; cf. comm. 
Datt. 43, urttayas), rhythm (гй; cf. comm. Datt. 237cd-240ab), 
way of beginning (graha; cf. comm. Datt. 152cd, pans), progress 
of speeds (уай; cf. comm. Datt. 154-155), kalā (cf. comm. Datt. 
110, kala as variable unit of time), speed (Jaya; cf. comm. Datt. 
151cd-152ab, laya)’. About the Svotogatd уай KuSR. 2, 4, І, 133 
says: dvikale váriliko margo gitth sambhávità matā | samo graho 
уай)» Srotogata madhyo layak smytah || 133 |, "In the dvikala 
[procedure of a song) the style is 07/07, sambhávità is considered to 
be the rhythm, the way of beginning is sama, the progress of speeds 
is srotogatá, the speed is, traditionally, moderate (w»adhya)'. 


175cd-177ab. upavartana. This term, which literally means 
"coming or bringing near’, "approach", indicates one of the limbs 
(айра), which may occur in а dhruva song. Cf. BAN. 32, 4-6 (Вош- 
bay ed.); Ghosh, Transl. П, р. 106, ch. 32, 4-6. In the араға ntaka 
song the upavartana is only used in the dutkala and catuskala 
procedures, which correspond to the әу and daksina styles. It is 
executed after the fourth vastu in the ekakala or yathàksara (ie. 
the most simple) файсарапі tala. BhN. 31, 243 (Bombay ed.) 
explains: vritau mivirtiayogas са gate vastucatustaye | зата уйт 
pratisakha yam visesah pascime tv ayam ||, “In the course [of the 
composition] a recurrent part is performed, when four vastus have 
been executed, іп the fábhá and the pratiSdkhd. It is a variation 
of (lit. in) the latter (i.e. pratisdkha)’. About the tala of the «favar- 
tana BhN. 31, 244-245 (Bombay ed.) sa y s:... fasicapa nina || 244 || 
yathaksarenaiva bhaved anayor wpavarianam | "In both of them 
(ie. the two styles, vyti and daksina) there is an wfavartana in the 
yathà ksara фаЯсарат tala’. The inaccurate translation of Ghosh, 
Transl. II, p. 85, ch. 31, 288-290 will lead us astray. SaraSR. 5, 
102-103 explaining the catuskala procedure of the apara ntaka 
song, says: visesas tupavarianam || 102 || turyavastitiarardhasthath 
padair nirmanam tsyate | "The upavartana is considered to be a 
variation (102), which is composed of words based on the latter 
half of the fourth vastu’. Cf. also SarSR. 5, 97-98: atropavarianatm 
turyavastunt gite tatpadagitibhyam tallayárdhalayam bhavet || 97 || 
yathà ksarenottarena vrttidaksimamárgayoh | samapta rthan уйзауий- | 
tam kecit pañcamavastunah || 98 | etadadye kalasatke gatavyant ats 
manvate |, “Неге (i.e. in the дураа aparántaka song) the ирататапа 


382 COMMENTARY 


occurs, when the fourth vastu has been sung with the words (pada) 
and the rhythms (їй) of this one (ie. of the fourth vastu), and in 
its speed or half of its speed (97), with the yathadksara uttara (= 
фол сараті tala) in the 070 and daksina styles. It is furnished with 
the final note by which the composition is terminated. Some people 
opine that it should be sung in six ¿alas at the beginning of the 
fifth vastu’. KuSR. 2, 4, І, 118-123 elucidates: atropavartianam 
karyam vrttidaksinamargayoh | catursu vastusu prayo gitesu tada- 
nantaram || 118 || vastuno ‘tra turiyasya pascimardhe tu yah kalāh | 
tadgatais taih padair eva tadardhalayayantritash || x19 || tadgiti- 
ganamadhurath pancapanau — yathá hsare | dvikale tu utšeso "уат 
kaigcid atrabhidhiyate || x20 || tadvastunas twriyasya nirmitah 
sakalath padath | satkalatvad asya punar та catkakalasamgatsh 
|| 121 || kaiécit paficamavastvadskalasatke lad tsyare | asmin janaka- 
játisthan ya sasvarasamapanam || 122 || upantthe prayukiam pada ny 
atra punar yatah | dvarttyante tatah proktam upavarianakam bu- 
dhaih || 123 ||, "Here (ie. in the араға тіака song) the upavartana 
should be performed in the vr/ and dakstna styles, commonly, 
immediately after four vastus have been sung (118). Kalas, which 
occur in the latter half of the fourth vastu with words, which, 
occurring in it (Le. the fourth vastu) and depending on half of its 
speed (110), are sweet, because in them its (ie. of the fourth vastu) 
rhythms (gii) are sung, in the yathd ksara раясара m: tala. In the 
dutkala [procedure] however, it is considered by some people to 
be a variation (120), which is composed of words, which, containing 
kalas, belong to its (ie. of the dutkala procedure) fourth vastu. 
Because it contains six alas, it does not suit the ekakala procedure 
(121). By some people it is considered to appear in a series of six 
kalás at the beginning of the fifth vastu. In it the conclusion is 
made by the final note of the parent уай. Because here (ie. in the 
upavartana) words, placed in the proximity of the end, are sung, 
it is called by the experts upavartanaka (123)”. 


177c. $iras. This term, which indicates the final part of the 
apara niaka song, is defined BhN. зі, 242 (Bombay ed.) $iras 
catkakalenaji kartavyam фаясара тита || “Siras should also be 
practised with the ekakala файсарат [tala]' Cf. Ghosh, Transl. 
II, р. 85, ch. 3r, 287. SarmSR. 5, 92-94 explains $уѕа, which like 
Sraka (cf. examples following 5, 95) is an equivalent of sivas, as 
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follows: Sirsam ekakalena sydc chákhánte paficapd'nind || 92 || 
anye іш pratisakhante "фу etad ани" manisinah | (a háydh prati- 
54 Бауаһ kalásaike 'ntyavastwnah || 93 || antye paddurttiyuktah 
pancapám ушћа ksarah | nijapdtair vind yad và, “Sirsa occurs 
at the end of sakka with the ekRakala pavicapani. Other experts 
mention it also at the end of pratisakhd. It is a уайа ksara файсафази, 
which occurs in a series of six 4/45 at the end of the last vastu 
of §akha and pratiśākhā, and which is furnished with repetitions 
of words, with its own hand-movements (раѓа) or without them". 
СІ. KuSR. 2, 4, 1, 112-114. 


177d-178ab. ргаїіѕакһа, "counter"-$a Ала. This term, which 
in the aparántaka composition indicates the counterpart of sakha 
is defined BhN. 3r, 241-242 (Bombay ed.): yathd $a а tathativás ya 
prausa kha vidhiyate || 241 || pascimárdhasamá sa tu tathaiva nyapadá 
оттар (read: отта) "Just as the sakha, іп the same way the 
counter-Sdkhd should be performed (241). Traditionally, it (ie. 
pratisa khá) is similar to its (ie. of sakha) latter half, but its (ie. of 
фтанќа kha) words are different’. Cf. Ghosh, Transl. II, p. 85, 
ch. 31, 287; SàrnSR. 5, 89 f.; KuSR. 2, 4, І, 103 f. 


178cd. tàlikà. This term indicates, in the араға ntaka song, the 
part which precedes the last part called sirsaka or $iras, and which 
has the same rhythmical structure (Ша) and the same hand- 
movements (pata) as sirsaka. BhN. 31, 244 (Bombay ed.) mentions 
two tdlikds, which, most probably, are the tdalskas following $akhá 
and pratisa kha: sathala patasamyukte talike іш tatah smurte | fathai- 
kakalayukte, "Next, there are traditionally two ғанға s, which 
contain six hand-movements (pata) on the kalās and which are 
in the same way (ie. like the sivas mentioned before, 31, 242) 
provided with an ekakala (фаЯсарфат ша)” а Ghosh, Transl. 
IL p. 85, ch. 31, 289-290. SamiSR. 5, 94 f. briefly defines talika: 
tatpata eva hevala’h || 94 || talskeyam prihag уай vd paricapa паи 
yatháksare |, "The separate [parts] which have its (ie. of the 
«уара mentioned before) patas, ог that which occurs separately 
in a yatha ksara файсараи is the ана”. KuSR. 2, 4, I, 114-117 
elucidates: yathäkşarah svapátats tu yuto тару аушо фї vå | gatavyas 
talika samjnah kaiscid ävritivar jitah || 114 | yatháksarah paficapánh 
Sáhhikápratisákhayoh | prihag ante frayojpya yam (read: prayojyo 


384 COMMENTARY 


'yam) ssyate talikabhidhah || 115 || файсара neh kalas tyaktvá kaiscid 
eva уат isyate | taduttarakalá bhis tadrupam tasyatva na nyatah || 
116 || natkavastwuni vijfeyá talikatsa kaddcana | etasya пуеви bhedesy 
vastvantyardhe іш sā тайа ||117 |, “А yatháksara [файсара т) 
called tdlikdé, should be sung with its own фйа5 or without them, 
According to some people it lacks repetitions (114). The yathā ksara 
раясараті, which should be applied separately at the end of 
Sakhika (= $4 hd) and [at the end of] pratiSa kha, is considered to 
be the [part] which is called /4 а (115). This one is considered by 
some people—the alas of the файсард m: being excluded—to be 
[provided] with the 24/25 of the last [рагі] (Le. stvsaka) of the above 
mentioned ones (ie. S@kha and $ratiSákhá) and to have the form 
of this one (ie. of Sirsaka) that is to say, of this one especially 
and not of another [part] (116). Тһе 4324 is never noticed in one 
single vastu, but it is considered to occur in its (Le. of the 
aparántaka song) other varieties in the latter half of a vaste (117)’. 


179ab. As to the application of particular limbs (аяра) in the 
apara'niaka song SarnSR. 5, roo quotes Dattila: ekatkam (read: 
ekakam) vividham уйға gitangam dattilo "vadat | gitangantyamam 
батсіп nahun bhagavan munth || тоо ||, “Ekaka or vividha is, 
in this case, the limb of the song, as Dattila said. The great expert 
did not mention any fixed rule (оп the application] of the limbs in 
the song’’.Cf. KuSR. 2, 4, І, 124: аға са ғуата tavad angakalpanam 
tcchaya | angadvayim abhásisia dantilo vividhaikake || "According 
to the opinion of the experts one may apply as many limbs as 
one likes. Dantila (— Dattila) mentioned two limbs, viz. vividha 
and ekaka’. 


179cd-195ab ullopyaka song. 


179cd. таа, ie. rhythmical period; cf. comm. Datt. 130-131 
and 161, irisnátram.... 

abhiparitair, read: abhtparito, “throughout, everywhere, on 
all sides". 


180. 5атуа, cf. comm. Datt. 120. 
tàla, cf. comm. Datt. 120. 
samnipata, cf. comm. Datt. 121. 
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catuskala, cf. comm. Datt. I34Cd-I135ab; 157-159, catuskala 
and 160, vidhisu ekakaládisu. In this verse Бана mentions some 
of the hand-movements (pd ta) to be applied in the catuskala proce- 
dure of the ullopyaka song. Cf. the examples f ollowing SarnSR. 
5, 133, P. 77, l. 41. and KuSR. 2, 4, І, 197, p. 511, last line and 
р. 512 first line. 


18lab. dvikala, cf. comm. Datt. 161, irimálram... 


181cd-184ab. vaihàyasika. This term indicates a part (asiga; 
сі. BhN. 32, 4-6) of the udlopyaka song, which follows the main 
rhythmical period (matra; сі. SamSR. 5, x12; KuSR. 2, 4, x, 147; 
according о BhN. 31, 249 (Bombay ed.) zashayasika is executed, 
when three asgas have been sung) and which according to Раа 
consists of twelve kalā's (cf. BhN. 31, 250 (Bombay ed.); SamSR. 
5, 115; 130 Í.; KuSR. 2, 4, І, 148). The rhythmical structure of this 
part is explained Datt. 182 f. The twelve kalds of vathd'yasika 
are Marked by special hand-moVements, of which Dattila only 
mentions а few. The Bombay ed. of BhN. speaks 31, 250 of twelve 
patas. Тһе Baroda edition has the same reading (31, 255), but 
refers Vol. IV, p. 249, note 5 to a manuscript, which mentions the 
number seven. BhN. 31, 250 f. (Bombay ей.; = Baroda ed. 31, 
256 f.) enumerates seven hand-movements, that is to say, Samyd 
and tala several times, and samntpdaia once. Since these texts only 
consider the audible hand-moVements, it is quite correct to speak 
of seven patas, because фай only indicates the audible hand-move- 
ments or claps of the hands. Cf. comm. Datt. 110, pata. To find 
the correct reading of BhN. 31, 256 f. (Baroda ed.) we may compare 
SamSR. s, 130 f. and the example following 5, 133, p. 79, 1. I 
enumerating both the audible and the silent hand-movements 
(niskra та, viksepa, etc.; сі. comm. Пай. xig) пі-УІ-ба ni-vi-tà 
ni-śa-tā śa-tā-sam. Cf. KuSR. 2, 4, т, 185 and the example following 
2, 4, I, 197, p. 512, ll. r f. BhN. 31, 256 f. (Baroda ed.) says: asya 
tu dvikald (read: trikald) батуа tālas trikala eva ca | duikala ca 
punah батуа tālas caikakalah smriah || 256 || tatah Samyd tatas 
tálah sannipatas tatah punah, “It has а 5атуй of three Ralds, also а 
tāla of three А125, a famyá of two Ralds, and, traditionally, a tala 
of one kala’, next, a Samyd, а Ша and a samnipáta'. Most probably 


Bharata means that the three Aalds of the first jádabhága are 
25 
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indicated by a ќатуй, the three kalás of the second pddabhaga by 
a tala, the first two kalas of the third padabhaga by a 8атуа, the 
last kald of this padabhd ga by а tala, and the three kalds of the 
fourth fádabhága, respectively, by a Samya, a tala and а sammni pata. 
Just as $amSR. and KuSR., but in contradistinction to BhN,, 
Datt. 182 f. mentions also silent hand-movements, such as niskra ma, 
The other silent hand-movement, mentioned Datt. 182, viz. frave£a, 
is not found in SarmSR. KuSR. 2, 4, І, 187, on the other hand, 
says: dvitiye файсате lupta (read: Шр та) viksepam sannivesya 
са | pravesam kambalah praha purvam eva kala vidhim ||, "After 
having cmitted viksepa, one should place pravesa on the second and 
fifth [kala]. Kambala mentioned this procedure of &al2s". According 
to this statement the arrangement of hand-movements in the 
vathà yasika is as follows: пі-рга-ба ni-pra-tà ni-Sa-ta $a-tà-sam. 

śākhā. This term, which has already been explained in connec- 
tion with the араға ntaka song (cf. comm. Datt. 172-173ab), is also 
used in the иЙофуаһа song to indicate a part, which is alternately 
called vaiháyasika. Cf. SarnSR. 5, 116; KuSR. 2, 4, І, 150. 


184ab. pratisakha, "counter"-Sakháà. Compare comm. Datt. 
177d-178ab, where this term is discussed in connection with the 
араға ntaka song. In the ullopyaka song the counter-Sakha follows 
immediately after the vathayastka or sakha. Cf. KuSR. 2, 4, x, 151. 
anyapadanuga, read: anyapada tu sa. Cf. Datt. 178ab. 


184cd-185a. samharana; апіаһагапа. The term samharana, 
which indicates a limb (аяра; cf. BhN. 32, 4-6) of the ullopyaka 
song, and which is also called ажа harana in case of the final sam- 
harana, is defined, although not clearly, BhN. 31, 258 f. (Baroda ed.): 
yada tv asya bhaved antas tad antaharanam budhath | уала ksarena 
niyamát samharyam файсара тпа || 258 || svatdlendntahinasya sam- 
haryah (read: samhárah) parikirtitah |, “If it (ie. the ullopyaka 
song) has a conclusion, this is the asáharama, which, as a rule, 
should be performed (lit. brought together) by the experts with 
its own tala, the yathaksara paiicapani. When it (ie. the ullopyaka 
song) has no conclusion, it is called samhara’’. Ghosh’s inaccurate 
translation of these lines (p. 86, ch. 31, 298-299) will lead us astray. 
SamsSR. 5, 117 explains: fato "т/а аталат proktam gitakasya sama- 
pikrt |, "Next, there is [the part], called antadharana, which 
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concludes the song’. Kallinátha, commenting upon SamSR. s, 
117, explains p. 70, Ц. 7f.: gitakasya ullopyakasya sama ptikrt, 
ciad antaharanam eva samharanam iti samjiid niarenapi proktam |, 
“That [part], which concludes the ullopyaka song, this is the antã- 
ратата, which is alternately called samharana", KuSR. 2, 4, І, 
155-157: antam aharatity ead anta haranandmakam || 155 || yathd- 
hsare фаясарапаи vidhd tavyam vipascita | antam vind Фу etad eva 
јђеуат samcaranahvayam (read: samharana hvayam) || 156 || etad 
samharanam nama samápayat: gitakam |, "It brings about the 
conclusion (i.e. the rhythmical closing period) Therefore it is called 
ani&harama (155) It should be performed by the expert in the 
уала ksara фаЯсара ni [tāla]. Except for the end (ie. the final rhyth- 
mical closing period), one should know, it (i.e. the anta harana) is also 
called samharana (156). This [part] which is called sasnharana, 
completes the song’. 


185bc. trividha, "of three kinds"; cf. БАМ. 3r, 254 (Bombay 
ed.); Sarn SR. 5, 118; KuSR. 2, 4, І, 160. 

yug- yugma, "the even Па), ie. caccatpufa tala; сі. 
comm. Datt. 123-124. 

ayug= oja, "the odd [tala]", ie. сасарша tala; cf. comm. 
Datt. 123-124. 

migra, “mixed [tàla]", ie. a mixture of the унета and the 
ayug tālas; cf. comm. Datt. 123-124, pp. 335 ff, especially JagsC. 
1, 44-45 quoted comm. Datt. 123-124, p. 339). 


185d. tryaméa, read: fryanga, “of three limbs". Cf. ВАМ. 31, 
255 (Bombay ed.); SamSR. 5, 119; KuSR. 2, 4, I, 162. 


186-187b sthita. This term indicates a rhythmical section 
(anga) of the final part (ania = antaharana) of the ullopyaka song. 
According to Datt. 186cd the rhythmical structure of this section 
is based on the íryasra tala. ie. са сарша. Datt. 188cd, however, 
mentions the caturasra tala caccatpufa in connection with sita. 
BBN. 31, 272 (Baroda ей.) mentions these two rhythmical varieties 
of sthita: dvyangam ekangam api và sthitam Вағуат samasatah | 
tatra унутат bhaved дууаярат tryasram еһалдат eva са || 272 ||, 
«са should be performed concisely with two or with one sub- 
section(s) (айва). The yugma [variety] has two subsections, the 
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іғуа4ға [variety] one (272)”. Dattila states that the /rya$ra (= 
ayugma) variety of the dvikala sthita derives its six 4/45 from the 
dvikala ітуаӛға tala. Cf. SamSR. 5, 123: tryasre 'nte iryasratálena 
dvikalena sthitam bhavet, "When the final part (аша) is trya£ra, 
sthita appears with a dvikala tryasra tala’. Cf. also KuSR. 2, 4, 1, 
169. Most probably, also the hand-movements, which mark the 
above mentioned six Kala s, are taken from the tryaśra tala For the 
hand-movements to be applied in the dvtkala tryasra tāla, ie. in 
the dvikala procedure of the ca caputa tala, compare SarnSR. 5, 31: 
пі-ба tà-$a ni-sam. The hand-movements used in the dvikala 
tryasra (= ayugma) sthita are similar, except the fourth one, which 
is pravesa instead of $amya. Cf. SarmSR. vol III, p. 80, 3rd line 
from the bottom: ni-Sa-ta pra-ni-sam. Cf. also the example fol- 
lowing KuSR. 2, 4, I, 198, p. 512, ll. rr f.: nt-Sa-ta-pra-ni-sam | 
Шу ayugmasthitam. 

nié$abda, "silent", ie. a silent hand-movement. Compare 
comm. Datt. 118-122. SarnSR. 5, 132 puts the silent hand-move- 
ment pravesa (сї. comm. Datt. 120, pravesa) on the fourth [fala] 
in the íryasra sthsta, i.e. in the sthtta based оп са сарша tala. 


187cd. pravrtta. In the í(ryasra final part (anta) the tryasra 
sthita section is followed by another rhythmical section, called 
pravrtta, which should be performed in the yatháksara (= ekakala) 
paricapam tala. Cf. ВАМ. зі, 269 (Baroda ed.}; Ghosh, Transl. 
П, p. 87, ch. 31, 309; SarmSR. 5, 123; KuSR. 2, 4, т, 170. 


188ab. таһајапіка. In the ула final part (anta) the third 
rhythmical section, mahdjantka, which follows the #raurtta section, 
has the same tala as yugma sthita, that is to say, as the sthita 
mentioned Datt. 188cd. BhN. 31, 270 (Baroda ed.) defines maha- 
janika: asydirdpi sthitatalena  máhájanikam isyate | nivritatálah 
Rartavyas lathà ‘арі mivrttiman || 270 ||, "Its (ie. of the anta) 
таћајатіка is here also considered to be [performed] with the tala 
of sthita. In the same way, it should be performed with a repetition, 
having a returning tala’. Cf. SarnSR. 5, 124. Kallindtha, comment- 
ing upon 120-123 explains: mahdjanikavad iti | yugmamahā janika- 
vat pitrvàrdhasthapadà vrityà kartavyam ity arthah |, "Mahá janika- 
хай means; just as yugma mahájanika, it should be applied with а 
repetition of the words occurring in the former half". KuSR. 2, 4, x, 
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166 elucidat es: ftirva'rdhasthapadinam ced durttis tatra giyate 
|| 166 || mahajantkandma syát, "When a repetition of the words 
occurring in the former half is sung, it is called mahdjanika’. Cf. 
also KuSR. 2, 4, т, 170: dvikalah syác caficatputas tan maha janike 
"Agake || 170 || ayam atra viseso туатаһа janikavan matam |, “Тһе 
dutkala caccatputa [tala] appears in its (ie. of the anta) limb mahd- 
janika (170) This is the special variety: a [part (anga) which is 
considered to be like the other maha janika’. 


188cd-189ab. sthitam caccatputá$rayam, “sthita, based 
оп caccaiputa’’. Besides the tryasra sthita, ie. the sthtta, based on 
the tala ca cabuta, which has been discussed comm. Datt. 186-187b, 
there is another sthtfa, which is based on the caturasra tala caccatputa 
and which should be performed in the even (yugma) final part 
(ania) Cf. ВАМ. 31, 256 (Bombay ed.); Ghosh, Transl. II, p. 86, 
ch. 31, 300-301. SarüSR. 5, 120 defines this kind of sthifa as follows: 
yugme dvikalayugmena sthitam  sthà yigatam matam |, "In the 
yugma [anta] (ie. when the final part is performed in the caturasra 
tala) sthita is considered to proceed in the stable (sthayin) [varna] 
(cf. comm. Datt. 97 ff.) with the dvikala yugma [tala] (Le. in the 
dvikala procedure of the caccatputa tala)”. Cf. KuSR. 2, 4, т, 163 f. 
Most probably the caturasra sthita, which is based on the dvikala 
сассайрша tāla, follows the arrangement of hand-movements of 
this tāla. For the hand-movements of the dvikala caccatputa tala 
cf. SarmSR. s, 30: nia ni-tà éa-pra vi-$am. SarmSR. vol HI, 
р. 79, 1 3 mentions the following hand-movements in the унта 
sthita: ni-ga ni-tá ni-pra ni-sam. Except the fifth and the seventh 
balas the hand-movements of this sthita are similar to those of the 
dvikala caccatputa. Datt. 189a; SarnSR. 5, 131 and KuSR. 2, 4 1, 
100 speak about this difference of the fifth kala, but they are silent 
on the seventh Рай, of which the hand-movement 15 not similar 
to the corresponding one in the caccatputa tála. BhN. 3r, 256 i 
(Bombay ed.) only mentions the audible hand-moyements (pata; 
cf. comm. Datt. 110, pata) of this sthita: tasya patavidhis tv ayam | 
Samyapi dvikalà Ратуй tālo ‘pi dvikalah оттар | 256 || catuskalak 
samnipátah, “Its (ie. of the yugma sthita mentioned before) proce- 
dure of audible hand-movements is as follows: Traditionally, a 
батуда of two kalās should be applied, a tala of two kdd's (256) 
and a samnipata of four kaläs”. This means that the two kalds 
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of the first pddabhdga are indicated by а Samya, the two kalds of 
the second $ádabhága by a ійа and the four kalās of the third and 
fourth padabha gas together by a samnz pata. 

niíáabda, “silent”, ie. silent hand-movement. According to 
Dattila 189a the fifth sala of the cafwrasra sthita has a silent (иг 
fabda) hand-movement. багА5К. 5, ІЗІ states that the silent 
hand-movement wiskrëma should be applied on the fifth ald. 
Cf. KuSR. 2, 4, I, 190. 


189cd-190ab. In these lines Dattila discusses the arrangement 
of hand-movements in the fravríia section, which is performed in 
the yugma anta immediately after the yugma sthita. First, Dattila 
mentions one niskrd та and two 5атуав. Next, he speaks of an 
even (yugma) tala with the hand-movement а at the beginning, 
probably referring to a special variety of the ekakala procedure of 
the caturasra tala caccatputa, which has the hand-movement ¿ala 
at the beginning. Cf. SarmSR. 5, 28 mentioning the pdtas of this 
variety: ta-Sa tá-$a. According to Dattila these hand-movements 
are in the pravrtta section followed by a samnipãta. Thus Оаа 
arrives at the following arrangement of hand-movements in prav;rtta: 
ni-óa-Sa-tà-Sa-tà-$a-sam, which corresponds to Bharata's theory. 
ВАМ. 31, 257 f. (Bombay ed.), although only mentioning the audible 
hand-movements (раѓа), says: asya іш dutkala samya tathatvatkakala 
punah || 257 || cancatpbutas са taladth sammipátas tatah param |, 
"It (ie. the pravrtia mentioned before) has a śamyã of two kalds 
and also (а 5атуа | of one kala (257); the сая сай ша (= caccaiputa) 
[tala] with tala at the beginning and next samnipata’’. The first 
hand-movement, niskrá ma, which is a silent one, is not mentioned 
by Bharata. The audible hand-movement samyd is considered 
to indicate the first and the second kald of the first padabhaga and 
the first kald of the second padabhd ga. According to BhN. 31, 265 
(Baroda ed) pravrtta starts with the three hand-movements of 
the udghatta tala. SarmSR. 5, ІЗІ, on the other hand, states: sa-td- 
Satd- samupatah pravrtte trikalad anu, "After the three-kala 
[tala] (Le. the ekakala procedure of the udghatta tala, mentioned 
SamSR. 5, 36: пі-ба-ба) $a-tà-&a-tà-sam in the fravrita". Kalli- 
natha, commenting upon these lines, says: ‘udghattas tu kalátraye, 
ddye’ ity uktatuat tadanantare kaldpaiicake §a-ta-§a-ta-samnipatah 
kartavyá bhavanti |, ‘“Udghatta [tala] in three kalds occurs at the 
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beginning, as has been prescribed. Immediately after it the fiye 
kalas: Sa-tà-$a-tà-sam should be applied’. The hand-movements 
enumerated in the example following SarnSR, 5, 133, P. 79, 1 2, 
do not exactly correspond to the above mentioned Ones; TE 
$a-tà tā-śa tà-sam. 

In cOmtradistinction to Bharata, Dattila and Sarmgadeva KuSR. 
2, 4, I, 191-193 explains the patas of pravrtta as follows: praurtte 
tu kalainam syus Irilayád anu pancasu | IQI || halá su Samydtalau 
dvau Sanni b dto 'ntimah punah | ddye kaldtraye patas ta eva dvikala- 
sya hr || 192 || caccatputasya vijneyah, “In praurtta, on the five 
kalás, which follow the three 24145, $amyd апа tāla occur two times 
and særnni pata at the end. The hand-movements on the initial 
three Ralas are to be considered to be those of the duskala caccat- 


190cd. Тһе section, to which Dattila refers in this line, is the 
ун та nahájanika, which should be performed in the yugma anta 
after the yugma sthita and the yugsna $ravrita, and which is similar 
to the 2»1ahájanika section, which follows the ayugma (i.e. executed 
іп the tryasva tala cacaputa) sthita and фғаууНа. The yugma mahá- 
Janika is defined ВАМ. 3r, 264 (Baroda ed.): sthitam tálena (read 
with B: sthitatdlena) kartavyam | máhájanskam asya tu |nivrtta- 
Шаһ feartavyah, "Mahájanika should be performed with the tāla 
of sthiZa. Its Ша may be executed with repetitions’. SarnSR. s, 
122 sta tes: purvardhasthapadd uritya yunmahajantkam viduh | sthsta- 
talayut am, "They consider the yug (= yugma) mahájanika to be 
furnished with the tala of Айа, with repetitions of words occurring 
in the former half’. Cf. KuSR. 2, 4, І, 166 f.; cf. also comm. Datt, 
I88ab, where the other mahajanska is discussed. 


191ab. miératad, "mixture". According to the ancient Indian 
theory the ulopyaka song may also have a mixed (misra) final 
part (anta). BhN. 31, 271 (Baroda ed.) defines the ти%а anta: 
yugmaze jamisratalaivan misro фу antah prayujyatel, "The final part 
(anta) is also executed in a mixed form, that is to say, in а tala, in 
which the even (унта) and the odd (oja) [tālas] are mixed”. Cf. 
Ghosh, Transl. II, p. 87, ch. 31, 3x1. SarnSR. 5, 124 states: misro 
'ntah sadvidhah prokio yugma yugsnángamisranat || 124 |, "When 
the урта and ayugma sections (añga) are mixed, the anta is called 
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mixed and sixfold”. The six varieties of misva ania are explained 
KuSR. z, 4, I, 171-175: misro 'ntah sadvidho yugmáyugmasamkara jo 
yathá || хут || sthitapravrite yugmasya yun mahájanikam. tathá | eko 
"paras tu yugmasya mahajantkam anyake || 172 || ayugmasya іуйуо 
‘thayugmasya sthitam anyake | yugmasyatha caturthas tu sthite 
yugme sthite bhavet || 173 || yugmasya іш pravrtte ca mahájanika 
eva ca |ayuk pravrtie yun mahajantkasthitayoh parah || 174 || yuk 
pravrite Гүуия mahajanikasthitayoh parah |, "The mixed anta, 
which originates from a mixture of ywgma and ayugma, has the 
following six varieties (171): Sthita and pravytta of унета and 
mahájanika of ayuj, this is the first [variety]. Тһе next one is: 
mahájanika of ytegma, the other ones (172) of aywgma. The third 
опе: sthita of ayugma, the other ones of уирта. The fourth опе: 
while sthita is yugma (173), pravrtta and mahájantka are also yugma. 
The next one: ayugma pravrita and уш mahájantka and sthita 
(174). The next one: уирта praurtta and [a]yw; mahájamika and 
sthita'. Dattila confines himself to a brief definition of the mixed 
(misra) final part (anta), not mentioning its rhythmical structure. 


191cd-192ab. The three kalas of the udghatta tala are sometimes 
connected with the yugma фғазуйа, since the hand-movements 
of the first three kalás of this section are similar to those of the 
udghatta tala. Cf. SàrhSR. 5, 131, quoted comm. Datt. 189cd-19oab. 

upavartana. For a definition of this part see comm. Datt. 
I75cd-177ab upavartana. Except Dattila, Bharata is the only 
ancient author to mention wfavariana in connection with the 
pravrtia section. Cf. BhN. 31, 264 f. (Baroda ed.). 


192cd-195a. Іп these lines Dattila discusses the application 
(vidhi) of the limbs (айра) in the иШоруаРа song. We should not 
confuse these general limbs, viz. wividha, ekaka, and the two 
varieties of urtta, viz. pravytta and avagádha (cf. comm. Datt. 144), 
which occur in several dhruvd songs, with the above mentioned 
sthita, pravrita and mahájanika, which are also called limbs (aga) 
(сі. BhN. 32, 4-6 mentioning the limbs of the dhruvd songs) and 
which occur in the ullopyaka song as subsections of the final part 
(anta). 

mukha, lit. "opening", an alternative of the vividha oc- 
curring at the beginning of ullopyaka. Compare BhN. 31, 210 
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(Bombay ed.) BhN. 31, 225 (Baroda ed.}; Ghosh, Transl П, 
р. 79, ch. 31, 243-244; SarnSR. 5, 107; KuSR. 2, 4, I, 140. 

pravrtta, nava(?)pratimukha. The interrelation between 
vividha, mukha, nava(?)pratimukha (“new(?)-counter-opening”) 
and jravrila (ie. the ascending variety of уйа, cf. comm. 
Пай. 146, pravrita) is clearly explained KuSR. 2, 4, 1, 140 f.: 
tatra dvau vividhaw Ка туам matrapurvapardrddhayoh | pürva rddhe 
mukhasamjnah syat pardrddhe vritasamjriakah || 140 || sa са prati- 
mukham nama, “Тп that case (i.e. in the ullopyaka song) two vividhas 
should be applied in the former and latter halves of the mara (i.e. 
the matra as rhythmical period) In the first half it (ie. wtotdla) 
is called mukka. In the latter half it is called тоға (140) This one 
(ie. the last mentioned one) is also called pratimukha’. 

vaiha .yasika. This part of the ullopyaka song has already 
been defined comm. Datt. 181cd-184ab. For the number of limbs 
(айра) in the тала yastka part of the ullopyaka song see ВАМ. 
31, 223 (Baroda ed.): ekadyarigam satparam jneyam vaihayastkam 
eva са |, “Уаїһа yastka, one should know, consists of one or more 
limbs (айра), of six at the maximum.” Cf. SamSR. 5, 114 Фа- 
яра disadankantam (read: -sadangántam) “having one or more 
limbs, but not more than six” Cf. also KuSR. 2, 4, І, ІСІ fÍ.: 
tad ekdngam sadatigagam (read: sadatigam) vd  dvádasá прат 
athapi và || 151 || tty aha kdlaseno Чға sakalà ngasamanvitah | paratr 
vimsatir айра? kaiscid uktani, “This one (ie. vathā yasika) con- 
sistsof one limb (айра), or of six limbs, or even of twelve 
limbs (151). Thus Kalasena (ie. the author himself), who 
knows all limbs, opined. By some other people twenty limbs are 
mentioned”. 

We may compare Datt. 194a b:... ato ’nydnt ѕатаѕій ny ekakant 
vd |, "Next, there are the other [limbs], which are composite or 
simple" to BhN. 31, 224 (Baroda ed.) tato ganda samaso va 
vistaro và vidhiyate ||, "Next, an aggregation or a diffuseness of 
limbs is determined’. 

vimgatyamgam, read: viméatyangam, "of twenty limbs". 
Compare BhN. 31, 221 (Baroda ed): wlopyakam sadavaram 
vimíatyangam param  smriam |, “Traditionally, the wllopyaka 
[song] has a minimum of six limbs and a maximum of twenty’. 


195cd-20iab. prakari song. 
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195cd. In this line Dattila starts his discussion of the frakari 
song by mentioning the number of mairas (ie. rhythmical period) 
in the principal part (vastu) of this song. Ct. BhN. 31, 275 (Baroda 
ed.); Ghosh, Transl. II, p. 87, ch. 31, 315; SarnSR. 5, 135; KuSR. 
2, 4, I, 204. 


196-197. For the arrangement of the hand-movements in the 
matras of the vastu of the prakari song compare ВАМ. 31, 276-279 
(Baroda ed.) ddyamatradvayasyaniah Ѕатуйідіа тию — bhavet || 
276 || ma'trátrayasya cantasya Затуайайат (read: Samyatka tu; 
cf. Bombay ed. 31, 271) tatah smrtd | caturthyam dvddasas talah 
fafcamyám castamo matah | |277 || sasthyam tu dukala samya 
аќ ca dvikalo bhavet | punaS ca dvikalas Шаһ Samyda са dvikalá 
punah || 278 || Samyd tālaś ca tdlas ca Samyd tālas tathaiva ca | 
батуа іар sannipáta iti vastu prakirtitam || 279 ||, “The end (i.e. 
the final 0/2) of the initial and of the second mdérd is furnished 
with $amwya and tala (276). The final [ala] of the third жара has 
traditionally one samyd. In the fourth [mara] the twelfth [ha/à is 
tala, in the fifth the eighth [Adda] is considered [to be like that] 
(277). In the sixth [лааг] however, there is a Samya of two hald's 
and а tala of two &alás. On the other hand, there is а tāla of two 
kalds, and a tamya of two kalas (278); Samya, tala, tala, $amyá, 
tala, Samya, tala and samnipata. This is called a vastu (279). 
Ghosh, Transl. П, рр. 87 Ё, ch. 31, 316-321 will lead us astray, 
since he translates the ordinals, indicating the Ка185 in the mdtras 
wrongly. Cf. SarnSR. s, 139-141: 4оййуатаға шата prakarya 
vastuno тай | twrya уат duadašas talah файсатуат astamas іш 
Sah || 139 || yäk sodasa шар prokta dvikale madrake "ntima'h | tah 
базізуі т advitiyaniya mavah samyantima math || 140 || sesastha- 
nesu antuipran padabhagesu niksipet |, "The second тауа of the 
vastu of the prakart song has tala at the end; in the fourth [юата] 
the twelfth [kala] is tala, in the fifth [mata] the eighth is tamya 
(139) The sixteen alas, which are called the last [kalds] in the 
dvikala madraka, occur in the sixth [mdird of the prakarī vastu]. 
Except the second and the last ones, the atris are considered to 
have батуа as the final [hand-movement] (140). One may put 
alva pal mi[skráma| [Бера] and $ra[veía] in the pdadabhagas, 
which occur on the other places’. Cf. also KuSR. 2, 4, I, 213- 
216. 
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м 5) prar t song compare SŠarnSR. 
5 е аћах o ng consists of three 
ald be phced at the beginning. 


198. For the number of vastus 


5, 134; KuSR. 2, 4, I, 204. Wh 
and a half vastus, this half s 


fourth one is half, this [vastu] 


place this half at the b eginnim ” à ri 

ninm eginniS " Cf.Sà raSR. 5, 134 f; KuSR. 
| daksinamargake, “In the daksina style” ie. in the style 
in which the vocal music prevails and in whrh the padabhagas 
contain four Alas or eight mdtras (unit of timé. Cf. comm. Datt 
43, virttayas; 110, kala; 110, padabhaga: 115-117, marga. 


199. | vrttau, "in the vrtt style" (= vritimárge), ie. іп the style, 
in which the vocal and instrumental music are of equal importance 
and in which the padabhdgas of a tala consist of two kalds or four 
matras (unit of time). Cf. comm. Datt. 43, uritayas; 110, kala; по, 
pádabhága, 115-117, marga. 

purnam, "complete. According to Datt. 100 in the vri 
style the vastu—we may suppose, the fourth vasíu—is complete. 
The ancient authors do not mention the styles in this context. 

upohana. For a definition of this term see comm. Datt. 
165-166ab and 173cd-175a. In the frakari song this term indicates 
the two varieties of the fourth vastu. SarnSR. 5, 135 states: sárdhairi- 
vastupakse іш bhaved ardham upohanam || 135 || paksaniare vasin- 
madam na và ѕуаі pratyupohanam |, “Іп the case of three and a 
half vastus the upohana is a half [vastu] (13 5). In the other case 
(іе. when the fourth vastu is complefe; see above) ıt (ie. the 
upohana) has the length of one vastu; there is а counter-wfohana 


or not’. Cf. KuSR. 2, 4, 1, 206 Í. 


inition of these limbs (anga) 


ivi - ekaka. For а def 
Zeb: vivia per song vividha and ekaka аге 


see comm. Datt. 144. In the prakart 
respedivdy used in the two halves of the fourth vastu. Cf. BhN. 


Transl. П, p. 75, ch. 31, 205-20. 
рр зн ep aa n tha gitangavidhir madrakavad 


S"arnSR. 5, 138 says: vasivardhesv 
bhavet || Е Es in the rakari song) the procedure E 5 
limbs of songs in the halves of the vastus 15 just as m the тай? 
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song". Kallinatha, commenting upon this line, explains: pürvã- 
rdhesu vividhah, uttarardhesy ekakam са kartavyam, "In the first 
halves vividha should be applied, in the latter halves e&aka", 
Cf. KuSR. 2, 4, І, 210f. 


200cd-201ab. Asdritam kaniyah, "the small 454 rita” (= аза- 
rita kanistha). This is one of the four 454 tas, which constitute the 
vardhamána song (cf. comm. Datt. 224-232; BhN. 31, 90-93 (Baroda 
ed.); Ghosh, Transl. II, p. 64, ch. 31, 98-101) It is defined ВАМ. 
31, 55-59; 81-84; 95-107 (Baroda ed.); Ghosh, Transl. II, p. 60 f., 
ch. 31, 62-66; p. 63, ch. 31, 88-02 and p. 64 f., ch. 31, 103-114; 
SàmSR. 5, 182-184; KuSR. 2, 4, I, 318-325. 

sangrahanam, read: samharanam. Тһе term samharana, 
which indicates the concluding part of a dhruvá song, has already 
been explained in the context of the w//opyaka song (cf comm. 
Datt. r84cd-185a). The samharana occurring in the prakari song 
is alternately called “small 454у а”, most probably, because it is 
executed in the tala of this dsavtta-variety. Cf. BhN. 31, 281 (Baroda 
ed.): Ranssthasa nitenasyah káryasn. samharanam tatak, “Its (ie. of 
the rakari song) samharana should be performed with a small 
ásárila '. The Baroda edition, vol. IV, p. 256, note І gives a variant 
of this line: [kasust hásáritenásya В) tdlah samharane matah, “Іп its 
samharana the tala (is performed] with the small ásázita". SamSR. 
5, 136-138 explains: kamsthdsanitam proktam atra samharanam 
budhaih || 136 || оуйЙат са trividá rīkam asmin samharane matam | 
antyasya tv аяйта тата katscit samharanam matā || 137 || ante 
va sapiami matrá parath samharanam smirta|, “Неге (ie. іп the 
prakari song) the samharana is called by the experts ‘small äsãrita’ 
(136). The vrtita (a special limb ог аўра; cf. comm. Datt. 144, 
I45ab and 146) in the saxnharana is considered to consist of three 
subsections (072277; cf. comm. Datt. 48, 32 and ғара, pp. 187; 
бо, vidári and 142, vidári) The last тай of the last [vastu] is, 
according to some people, the sastharana (137). Ву others the 
seventh жаа at the end is called samharana". The example of 
kalas and hand-movements following SarmSR. 5, 142 is commented 
upon Бу the author himself p. 87, 11. 1-4; evam catvari vastü ni 
trint затаһат và gitua kantsthásá vitatmakam  samharanam karyam 
yatha, athavà antyasamnipá tavar jità bhih kanisthásáritasya kala bhi 
anvita  aniyavastunah sasthimdtra samharanam karyam | athava 
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evama tmka ча 
secun! — maint samharanam háryam, "After having 
шыл йоу a = as has been worked out in the preceding 
naian жт - а half vastus, one should perform the 
ing way: elilier Hes K of a small 4зауйа, in the follow- 
a үкіні sah hg | таға of the last vastu should be executed 
final кае бау” е kalas of the small ¿sërita without the 

‚ OF, Ше Seventh жаға, which has the same structure 
should be performed as a samharana’. Cf. SàrSR. 5, 142; KuSR. 
2, 4, I, 208-210. I | ; i 


201cd-21lab. ovenaka song. 


Dr TEC 

rm pada does not indicate the quarter of a 
verse, but a rhythmical section in the dhruvd song called ovenaka. 
Tha two padas to which Dattila refers are the pada and the “coun- 
ter -ра да (фғайфа да), which, respectively, correspond to the 
Sakha and the $ratisá Аа of the aparantaka song (cf. comm. Datt. 
172-173ab, 54404 and 177d-178ab, pratisakha). Cf. ВАМ. 31, 281 f. 
(Baroda ed.) $adah pirvah samah háryas tv apara ntakasákhayá || 
281 || ovenake dvitiyo "pi tasyaiva prati$ákhaya |, “The first pada 
should be made similar to the 54474 of the apardntaka [song] (281). 
Іп ovenaka the second [pada should be made similar to] the 2ratisá - 
kha of the same [song]". Cf. also Ghosh, Transl. II, p. 88, ch. 3r, 
323-328. SaàmSR. 5, 147 f. explains: yddm catuskale vastu prag 
uktam aparantike | tadrk padas latas tadvat pratipa dah padantarath || 
147 || samam фа dapadárdhena p{rjatipa dam pare jaguh| “The 
pada is like the vastu, mentioned before in the catuskala apara майа. 
The $ratipáda is similar, but it has different words (147). Other 
people speak of a similar pratipada with half of the words of the 


pada’. Cf. KuSR. 2, 4, I, 227. 
giti, cf. comm. Datt. 237-240ab, git. 


202cd-204ab. māşaghāta. This term indicates the third rhyth- 
mical section of the ovenaka song. ВАМ. 31, 282-284 (Baroda ed.) 
explains the rhythmical structure of this part: másaghálas tatah 
param || 282 || satpato dvádasakalas tv asya pataudits tv ауат | 
hartavya dvikala 5атуа ій d ¿kia eva са || 283 || punas ca dvikalas 
talah famyá ca dvikala punah | punas cathakalas talah sannipatah 
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kalátraye || 284 ||, "Next, there is the másagháta [section] (282), 
which has six audible hand-movements (ñata), but twelve kalds. 
Its procedure of patas is as follows: А famyd of two kalds should be 
applied and a fala of two kailās (283). Once more a tāla of two 
kalás and also а $amydá of two kala s; a tāla of one kalá and а samni- 
pata in three kalds (284)”. According to Dattila 202cd ma saghata 
has the rhythmical structure of the dvtkala procedure of the pañ- 
capáni tāla. This statement is also found SarnSR. 5, 149 and KuSR. 
2, 4, т, 230. The hand-movements to be applied in the dutkala 
procedure of the файсараті tala (= satfitaputraka, сі. comm. 
Datt. 127-129) are mentioned SamSR. 5, 31: ni-pra ta-Sa ni-ta 
ni-óa tà-pra ni-sam. Тһе hand-movements of the mdsaghata section, 
mentioned in the example following SamSR. 5, 163ab, p. 94, 
ll. 6 f. correspond to the above mentioned hand-movements of the 
dvikala файсафази tala, except the seventh, which is tala instead 
of niskráma. According to SarnSR. 5, 161 the second, third and 
fourth hand-movements of másaghádia may be 5атуа, тіҙіғата 
and tala. These hand-movements are also mentioned by the commen- 
tator Kallinàtha, who also speaks of ni with regard to the seventh 
hand-movement. Cf. SarnSR. vol. ІП, p. 95, ll. 2 f. of the comm.: 
ni-óa ni-tà ni-tà пі-ба ta-pra ni-sam. These hand-movements—as 
far as we can compare them with those mentioned by Bharata and 
Dattila, who only refer to audible hand-movements (fáta)—corres- 
pond to the hand-movements mentioned by these authors. KuSR. 
2, 4, I, 230 follows this tradition, according to which the dvikala 
pai сарала tala, in which the second, third and fourth hand-move- 
ments are changed into $a-ni-ta (cf. 2, 4, X, 254 f.), is the basic 
tala of mdsaghdata. 


204cd. upavartana. For a definition of this term see comm. 


Datt. 175cd-176ab where upavartana is discussed in connection 
with the араға пѓака song. 


205ab. sampistaka; аБһауаітарі. According to the ancient 
Indian music theory the rhythmical section of the ovenaka song, 
which is called sampistaka, has two varieties, viz. one of twelve 
kalas (dva dasakala) and one of ten Ка185 (dafakala) which, respec- 
tively, appear in the two forms of the ovenaka song, that is to say, 
іп the ovenaka consisting of seven limbs (saptanga) and in the 
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— iT of twelve limbs (vidaéá*iga) Cf. BhN. зї, 288 
Se Аа "ire мати о. dome ricus 

— applied on the twelve kalás of the sampistaka, 
occurring in the ovenaka of seven limbs, are mentioned Datt. 
207ab. BBN. 31, 289f. (Baroda ed.) states: miskra mam dditah 
hrb à 5атуйв tisrah Prayojayet | tálatrayam tata$ caiva Samyatalay 
tatah param | 289 || Samydtalau tatah kāyaum (read: hà ryau) 
sanmipalo niya eva cal ovenake іш sapta nge sampistakam idam 
matam || 290 ||, "After having put niskrāma at the beginning, 
one should apply three Samyds, three tdlas, after that, samyad and 
tala (289); then Samyd and tala should be applied and sammi pata 
at the end. This is considered to be the sampistaka in the ovenaka 
of seven limbs (290). For the hand-movements to be applied in 
the sampistaka of ten kalds occurring in the ovenaka of twelve 
limbs see comm. Datt. 206cd-207ab, sampistaka. ВАМ. 31, 201 
(Baroda ed.) states: dvi famyátá layogena duddasange "fi сезуді |, 
"In the [song] of twelve limbs it (ie. sampistaka) is prescribed, 
when $amyd and tla are used two times’, which means that in 
the dasakala variety of sampisitaka two instead of three consecutive 
5атуа 5 and two instead of three consecutive falas are used, that is 
to say: пі-ба $a-tà ta-Sa tà-$a ta-sam. In this way ВАМ. 31, 201 
(Baroda ed.) not considering the silent hand-movement mskra ma, 
counts the following audible hand-movements (раѓа) in the two 
varieties of sampistaka: patd navaikddasa và sampistakam ийа hr- 
tam || 291 ||,“Sampistaka is said [to consist of] nine or eleven patas 
(291)". SàmSR. s, 162 mentions the same rhythmical structure 
of the sampistaka of twelve kalds in the song of seven limbs (sap- 
téngaka) as Bharata. Moreover, SarmSR. 5, 153 saying: caturthi 
файсаті ceha tyàjye daíakale kale |, “The fourth and fifth kalás 
should be omitted in the [variety] of ten kalās”, likewise arrives at 
that rhythmical structure. Cf. also KuSR. 2, 4, 1, 237. The example 
following SamSR. 5, 163ab is rather confusing, since the hand- 
movements of sampistaka, mentioned here, do not exactly aao 
pond to the author's own statements (cf. 5, 162). Nor 15 Каша I 
commentary, p. 95, 1. 7 quite correct, since he omitted one audible 


hand.movement. 


205c. sandhi. This term, which indicates a rhythmical section 
of the ovenata song, is defined BhN. 31, 286 (Baroda ed.) : sandhir 
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yatháksarenaiva kartavyah pancapanina, “Sandhi should be prac- 
tised with the yatháksara (= ekakala) фалсафа mi tala’. SarnSR. 
5, 150 says: tadvad eva tatah samdhih, "Next, іп the same way 
батат”. Kallinatha, commenting upon this line, explains vol. 
П, p. 89, U. 7-9: tata upavartandd anantaram затам» nàmángam | 
tadvat, upavartanavad ity arthah | upavartanam yatháksarenottarena 
Апат samdhir api tenaiva kariavyah |, "Next, immediately after 
the upavartana there is the limb called samd/:. ‘In the same way’ 
means: like the «pavartana. The upavariana is performed with the 
yathà ksara uttara (уе. райсафа nt) tala. Samdhı should be performed 
with the same [tàla]". Cf. KuSR. 2, 4, 1, 232. For the hand-move- 
ments to be applied in the yathd вата (= ekakala) procedure of the 
файсафат (ie. займа putraka) tala see the example following 
SàrmSR. s, 29. For the hand-movements of the samdh: section, 
which are similar to those of the ekakala файсарата tala, see the 
example following SárnSR. 5, 163ab. 


205d-206a. catura$raka. Тһе rhythmical structure of this 
section of the ovenaka song is explained BhN. 31, 281 (Bombay ей.): 
anyasya caturasrasya pravitto (the Baroda edition, 3r, 287, cor- 
rectly reads: prauyite) yo vidhih smriah |, “The procedure, which 
has been mentioned in connection with pravurtta (cf. comm. Datt. 
198cd-19oab) is [also the procedure] of the other [рагі], viz. catu- 
rara". SarhSR. 5, 1501. states: tato 'bi caturasrakam || 150 | 
yugmaóravritavat, "Next, there is caturaśraka (150), which is like 
the even (yugma = caturasra) pravrtia”. Kallinatha, commenting 
upon this line, p. 89, ll. ro f. explains: dvikalacaccatputenodghattok- 
takala pürvakapá takala yuktena kartavyam ity arihah |, "It (ie. 
catura$raka) should be performed with a duikala caccatputa, com- 
bined with the kalds mentioned in connection with the udghatta 
[tāla] (cf. comm. Datt. 189cd-190ab, $ravrita) as initial patakalas”’. 
Of the hand-movements of caturasra, mentioned in the example 
following SàriSR. s, 163ab: пі-ба &-sa $a-tà tà-sam, the first 
three are indeed the hand-movements of the [chalvila] udghatta 
tala (сі. SàmSR. 5, 36), the last five hand-movements, however, 
do not correspond to the hand-movements of the dvikala or any 
other variety of the caccatputa tala. This confusion may have been 
caused by some wrong readings in the manuscripts or by some 
misprints. Kallinatha, p. 95, 1. 5, however, commenting upon this 
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example, most probably produces the correct reading: ni-śa-śa-śa- 
tã-šatā-sam. Of these hand-movements the first three correspond 
to the hand-movements of the ekakala udghatta tāla, the last five 
ones to the hand-movements of the second variety of the ekakala 
caccatputa (сі. SaraSR. 5, 28: $a-ta-Sa-ta) with an additional final 
Pata, viz. samnipata. KuSR. 2, 4 I, 233 follows SarnSR. 
5» 150 f. Most probably, also the hand-movements, mentioned by 
this author in the example following 2, 4, І, 256, are not quite 
correct. 

Кагуатп. Since Datt. 206a refers to the rhythmical structure 
of the cafwrasraka section, we had better read káryah instead of 
karyam, the subject of the sentence being masculine (catwrasraka 
from 205d). 


206b. vajra. According to the ancient Indian tradition the 
section, called vajra, has the same rhythmical structure as the 
sandhi section. Cf. BhN. 31, 282 (Bombay ed.); 31, 288 (Baroda 
ed.); Ghosh, Transl. II, p. 89, ch. 31, 330 translates this line wrongly, 
confusing the two limbs sampisitaka and vajra by mixing 282c 
and d of the Bombay edition. Cf. also SarnSR. 5, 151; KuSR. 
2, 4, І, 233 Í. For the rhythmical structure of the sandhi section see 


comm. Datt. 205c, sandhs. 


206cd-207ab. sampistaka. This term, which indicates a 
rhythmical section of the ovenaka song, has already been explained 
comm. Datt. 205ab. When Dattila opines that sam*pistaka is like 
vaiháyasika (ie. а part of the wlopyaka song; cf. comm. Datt. 
181cd-184ab and 192cd-195a), he obviously means that the sam- 
pistaka of twelve kalás occurring in the ovenaka of seven limbs has 
the same rhythmical structure a5 vaihá yasika. According to Datt. 
207ab the hand-movements to be applied in the sampistaka (in 
this case the sampistaka ot twelve alās) are: mtskrama, followed 
by three samyds and three tálas; the other hand-movements (ie. 
$a-ta-éa-ta-sam; cf. ВАМ. 31, 289 1. (Baroda ed.); comm. Datt. 
205ab, sam pistaka) “as has been said" (yathodstam), а 4: to say, 
the last five hand-movements as in vaihayastha (cf. SarnSR. 
130 f. and p. 79, 1 r, mentioning the following hand-movements o 


). 


vaiháyasika: пі-уі-ба ni-vi-tà ni-Sa-ta éa-ta-sam р 
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207cd. praveni. Dattila only mentions the dutkala uttayą 
(= файсардті tala) as the tala which suits the praveni section 
BhN. зі, 293 (Baroda), on the other hand, speaks of three rhyth- 
mical varieties in connection with this rhythmical section of the 
ovenaka song: фай сарӣ тіз іш kartavyah pravenyds са yatháksarah | 
dvikalo váji misro và prayogo 'ngavasánugabh |, "The фаясара ni of 
praveni should be produced in its yathá ksara (= ekakala), or, in 
its dvikala form, or, also in a mixed procedure, according to the 
limbs (asga)' This third rhythmical variety of $raveni is ex- 
plained by Abhinavagupta, commenting upon this line, BhN. 
(Baroda ed.) vol. IV, p. 259, l. 2 of the comm.: ekakaladvikalacaá- 
catputasamuda yariipam 18 laksyate |, “It (Le. misra, "mixed") 
means: having the form of a combination of the ekakala and dvikala 
caccatputa’. SàrhSR. 5, 153-155 mentions four rhythmical varieties 
applicable to the vent and pravent sections: bhaved venyam prave- 
mam ca jaficapámir yathaksarah || 153 || dutkalo vatha và caccat- 
фмаа trdhvam yatha ksarat | caccatbutah syad dvikalo уай và veni 
yathaksare || 154 || paficapanau praveni tu dvikale munibhir ташар |, 
"In vent and praveni there is a yathá ksara pañcapā m (153), or a 
duikala [pafcapa ns] or, after а уаћа ksara caccatputa а duskala 
caccatputa, or, according to the opinion of the experts, vesi in а 
yathaksara, pravent, on the other hand, in a dvikala faficapá т. 
Cf. KuSR. 2, 4, 1, 240-242. 


207cd-208ab. In these lines Dattila speaks of an upapata 
section, while only mentioning the second tāla of this rhythmical 
section of the ovenaka song. The first tala, which may be used in 
upapata, is mentioned BhN. 31, 295 (Baroda ed.) йяйуара da- 
talena hy атарйаб ca kiriyate|, “Avapata (= wpapáta, which 
literally means "having secondary patas”) is called so, because it 
has the tala of the second [half of] pada (ie. the first rhythmical 
section of the ovenaka song)’. Both of these rhythmical varieties 
of the ифафйа are mentioned SarSR. 5, 156: padottardrdhatdlena 
dvikalenottarena vå | «papatas, “U babála has the tala of the latter 
half of калы the dvikala uttara (= файсара т) [tàla]'. Cf. KuSR. 
2, 4, I, 243 Í. 


208cd. antaharana. This rhythmical section, which has already 
been defined in connection with the ullopyaka song (cf. comm. 
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Datt. 184cd-185a), follows the upapāta in the ovenaka song. 
About this antdharana section ВАМ. 31, 295 (Baroda ed.) says: 
vajratdlena kartavyam antàharanam asya tu ||, “Its (ie. of the 
ovenaka song) antáharana should be performed with the tala of the 
vajra [section]. This means that the anta harana should be perform- 
ed with the ekakala pan cám (= займа putraka) tala with the 
following hand-movements: sam-tà $a-tà $a-ta. Cf. SàrnSR. 5, 30 
and the example following 5, 163ab, p. 95, ll. 6f. Dattila opines 
that the antdharana is accompanied by an anta (ie. a concluding 
section). According to SarnSR. vol. ІП, p. 95, L 7 the anta section 
is optional (фа ksika). багА5К. 5, 156 elucidates: fato 'ntena vmanta- 
haranam na vå |, "Next, without the anta there is an antdharana 
or not". Cf. KuSR. 2, 4, 1, 244f.: ифафайа nantarato yady anto 
nasi karhicit || 244 || tadà ntaharanam пата vaskalfikam thesyate | 
ante sati bhaved antaharanam nirvikalpakam || 245 ||, “Tf, after the 
upapata there is no аша at all (244), in that case, the [section] 
called аша harana is considered to be optional When there is an 
anta, the antdharana is there without any alternative (245)”. 
According to SarnSR. 5, 157 and KuSR. 2, 4, 1, 246 this anta has, 
in the ovenaka song of seven limbs, two rhythmical varieties, in the 
ovenaka song of twelve limbs three. Kallinàtha, commenting upon 
SamSR. 5, 157, vol. III, p. 9r, Il. 8 f., specifies these rhythmical 
varieties as follows: so “ntah sapta nga ovenake длаһа yugmo уиртаз 
ca bhavet | anyatra іш dvádasá пра ovenake tu iridhá yugmo 'ун то 
ті5ға ceti bhavet |, “Тһе anta in the ovenaka [song] of seven limbs 
is twofold: even (yugma = caturasra tåla = сассаіфшіа Ша) and 
odd (ayugma = tryasra tala = cácapufa tala). In the other case, 
in the ovenaka [song] of twelve limbs it is threefold: even (унта 
= caccatputa tala), odd (ayugma = cácaputa tala) and mixed 
(misra: caccatputa and cácaputa tala)". Cf. KuSR. 2, 4, I, 246. 


209ab. The two kinds of the ovenaka song, to which Dattila 
refers in this line, have already been discussed in connection with 
the sampistaka section. Cf. comm. Datt. 205ab, samptstaka. 


209cd-210ab. In these lines Па Ша argues that samprstaka, pra- 
veni, wbavartana and ифара ta should be omitted in the ovenaka song 
of seven limbs. If we subtract these four sections from the twelve 
sections of the other ovenaka song, there is one section leit, which 
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should also be subtracted. It is the vent section which is not men- 
tioned by Dattila. Cf. SarmSR. 5, 145 f. KuSR. 2, 4, І, 226, on the 
other hand, mentions “papata among the sections to be used in the 
ovenaka song of seven limbs, while omitting the anta harana. 


210cd-211ab. Іп these lines Dattila explains the arrangement 
of the four universal limbs (айра), called ekaka, vtvidha, фғаууйа and 
avagádha (cf. comm. Datt. x44), which, in contradistinction to the 
special limbs—for instance, in the ovenaka song, pada, pratipada, 
masaghata, etc.—occur in all dhruva songs. 

BhN. 31, 287 (Baroda ed.) prescribes the following arrangement 
of universal limbs in the ovenaka song: ehkakam vivadho vāpi ta- 
sya gam ѕатийаһтат | antasya caturasrasya pravrite yo vidhik 
smirtah | vivadhd препа tenatva caturasrakam tsyate || 287 ||, “Ekaka 
or vivadha is mentioned as its (ie. of the ovesaka song) limb. The 
procedure of the final section (anta), which has caturasra (= cac- 
catputa) [as its tala], is traditional in pravytta. Caturasraka is con- 
sidered to have vivadha as its limb (алда) (287). СІ. BRN. 31, 292 
(Baroda ed. mentioning vivadha and vrtita as the limbs of the 
pravent section. 

Sarn SR. 5, 158-160 gives a different, but more detailed description 
of the arrangement of limbs in the ovenaka song: vidheyo vividho 
venyam pravritam va matantarat | pravenyam іш pravrttam syad 
avagadham pare jaguh || 158 || padopapatasampiste фу abhyadhur 
vividham budhah | vividho vatkakam vajra ekakam tū pavartane || 
150 || vividhas$ caturasre sydd «Рабат vathavaikakam | kala prayo- 
ganrmuktam samprayujyavapa тта || 160 || 81450 аѕійѕи vividho 
vidheyo ga navediblih |, "In the vent [section] vividha should be 
performed, or, according to a different opinion, pravrtta. In the 
pravent, on the other hand, фғаууЙа should occur; other people 
бау, ағара dha (158). The experts mention vividha in the pada, 
the wfapáia and the sampistaka. Vividha or ekaka in the та)ға; 
ekaka in the upavartana (159); in the caturasra (= caturasraka) 
vividha or ekaka; or, ekaka without the application of alas, [but] 
with an арат (cf. comm. Datt. 152cd, pani), which should be 
performed at the same time (160). In the eight Aalds vividha should 
be performed by the singing experts’. 

KuSR. 2, 4, 1, 248-251, mentioning the same limbs as SariSR., 
draws a clear distinction between two traditions, according to 
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which in the vent and $ravemi sections the limbs are arranged in 
two different ways: vividhàngam bhaved venyam (read: venyam) 
pravenyam (read: pravenya'm) ca pravrtiakam | bharatácár yasam- 
matya visa Rhilamate punah || 248 || venyam pravytiam vijfieyam 
pravenyam avagadhakam|, "The limb vividha appears in veni and 
фғазуйаба (= pravytta) in prawn, according to the opinion of 
Bharata. According to the opinion of Viśākhila, however (248), 
pravytia should be known in veni and avagádha in praveni’’. Datt. 
210cd obviously follows the tradition of Visakhila. 


211с4-218. rovindaka song. 


211с4-212. In these lines Dattila starts his discussion of the 
rowndaka song by explaining the hand-movements to be applied 
in the mdiras (іе. rhythmical periods) of the first section (i.e. pada; 
сі. comm. Datt. 214a) of this song. Following the tradition of BhN., 
he mentions only a few hand-movements. Cf. BhN. 31, 296 (Baroda 
ed.): rovindake tu san тағар patas caikánnavimsatih | athardhe тіс 
ca matrandm Paficána m pata ucyate||, "In the rovindaka [song] 
there are six mátras (ie. rhythmical periods) and nineteen audible 
hand-movements (pata). Half way and at the end of the буе matras 
а pata is prescribed’. Cf. also BhN. 31, 298 (Baroda ed.): caturdaso 
‘bi файсатуа тайға yas tala ucyate | catuskala тіуауа шіуа sasthi 
madrakamátraya|, “The fourteenth [kala] of the fifth mdira is 
also called tala. The sixth [pddabhaga] consisting of four kalas is 
similar to the last máira of the madraka [song]. 

SamSR. s, 173% also mentions the silent hand-movements 
(cf comm. Datt. 118-122): padabhagesu dniviprd wisegas tücyate 
‘dhund | tālo ’stamo 'ntima батуа tatra matrasu файсаѕи || 173 || 
caturdaas іш файсатуйт ійо ‘ntyantyeva madrake |, “In the 
padabhagas á[vápa]) т(вітата), v[ksepa) and pra[veSa] occur. A 
characteristic will be mentioned now. In the five mairas [every] 
eighth [kala] is a tala], [each] last one a saya (173). The fourteenth 
[kal] in the fifth [mata] is a tala. The last (тағ) is like the last 
[mdtra’] in the madraka [song] . In the example following SarnSR. 
5, 174, p. тот, 1. 3 the fourteenth kailā in the fifth matra 15 a nis- 
kráma. The tala mentioned by Dattila, Bharata and Sarngadeva 
as the hand-movement to be used on this fourteenth ka/4 may be 


an alternative. 
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athardhante, read: athárdhe'nte. СІ. BhN. 31, 296 (Baroda ed.). 


213ab. upohana. For a definition of this term cf. comm. Datt. 
165-166ab and 173cd-175a. Just as in the madraka song, in the 
vovindaka song this introductory rhythmical section refers to the 
first eight kalds of the first mdirad (іл the madraka song the first 
vastu; cf. comm. Datt. 165-166ab) іп the catuskala procedure. Cf. 
BBN. зї, 299 (Baroda ed.); SarnSR. 5, 164; KuSR. 2, 4, т, 264. 


213cd. pratyupohana. For a definition of this term cf. comm. 
Datt. 166cd-167ab. According to Dattila the pratyupohana of the 
rovindaka song consists of three kalas. BhN. 31, 299 (Baroda ed.), 
however, mentions a fratyupohana of two kalás in connection with 
the rovindaka song. SamSR. and KuSR. do not mention а pratyn- 
pohana in this context. 


214a. рада. For a definition of this term cf. comm. Datt. 201cd- 
202ab. Datt. 211-212 only mentions a few hand-movements of 
this rhythmical section consisting of six matrds, each of which 
contains sixteen kalds, spread over four padabhdgas. Cf. BhN. 
31, 296-299 (Baroda ed.); SarmSR. 5, 163f. and the example 
following 5, 174; KuSR. 2, 4, I, 259. 


214b. The rhythmical section, to which Dattila refers in this 
quarter verse, although he does not mention its name, is the prati- 
pada, the counterpart of the pdda, which has already been defined 
in connection with the ovenaka song (cf. comm. Datt. 201cd-202ab). 
In imitation of BhN. 3r, 30x (Baroda ed.) Datt. 215a speaks of a 
"second pada” (dvitiya pada), obviously referring to the pratipd da. 
Dattila's definition of this rhythmical section is also found SarnSR. 
5, 165: padavat tattah (read: pddavat tatah) | pratibadah padatr 
anyaih, "Next, there is the pratipdda, which is like the pada, 
[although] with different words". Cf. KuSR. 2, 4, т, 259. 


214cd-215ab. varna, cf. comm. Datt. 97. 
kalasv astásu ... anydsu, "in the other eight 84105”, 


ie. їп the eight kalds following the eight kalas of the introductory 
section, called wfohana, or rather, the remaining eight kalds of 
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the first ж уд after having subtracted the eight kalds of the 
upohana. 


prastara. According to BhN. 31, 300 (Baroda ed.) the above 
mentioned "other eight kalds” are called prasvara (read: prasta ға; 
cf. Bombay ed. 31, 295), "elaboration". Dattila follows this defini- 
tion. SamSR. 5, 165 f. states: fádasyánte kalas take || 165 || prati- 
padadime catka gitth prastarasamjnakd |, “The рїї (cf comm. 
Datt. 237cd-240ab), which is identical in the eight kalds at the 


end of pada and at the beginning of pratipdda, is called prastara’’. 
Cf. KuSR. 2, 4, 1, 260. 


dvitiyapadadau, “at the beginning of the second ada 
(ie. pratipáday'. Compare BhN. зі, Зог (Baroda ed.): tulyavarnopa- 
vahano duttiyah pada tsyate, "The second pada (ie. pratipdda) 
is considered to have ап upavahana (== upohana), which has the 
same varya [as the last eight alas of the pada)’. 


215cd. prastara and Sarira. According to Dattila and Bharata 
the prastara section is connected with %ағіға (which is also a rhyth- 
mical section of the rovindaka song; cf. the example following 
SamSR. 5, 174, p. тот, ЇЇ. 5 f.) by its tala. Cf. BhN. зі, 301 (Baroda 
ed.) алтай ан (read: $ariratádle; cf. note 3) kartavyah prastaro 
'sya visesatah || зот || dvikalenaiva kartavyo visesat файсара mind |, 
"Its (i.e. of the pratipa da or second фа да) frastára should especially 
be executed in the tala of the Savira [section] (301). It should 
especially be performed with a dvikala райсарані [tàla]" 
According to SamSR. 5, 165 Н. the rhythm (011; cf comm. 
Datt. 237cd-240ab) occurring in the final kalds of the pada section 
and in the initial kalás of the pratipdda, is called frastára, whereas 
the рїї occurring in the final kalds of the pratipada, which according 
to the opinion of BhN. and Datt. are also $rastára, is connected 
with the £arzra section. Cf. SarnSR. 5, 166 f.: Sariram pratipada ntya- 
kaladvádasakasthayá || 166 || gityd tatah param geyam uttare dvikale 
budhaih |, "Next, $arira should be sung by the experts in the 
dvikala uttara (= файсафа ni) [tāla] with the rhythm (gii) occurring 
in the last twelve kalds of the $ratipáda'. Cf. also KuSR. 2, 4, І, 
261 Í.: фтайфа dasya уа antyáh kala dva dasa Юна h || 26r || Sartram 
tatsthayá gitya dvikalottaratálatah | pratipaddnantaram syad vidheyam 
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tha süribhih || 262 ||, "With the рН occurring in the |Ра/45) which 
are said to be the last twelve kalds of pratipdda, Sarira appears in 
the dvikala uttara (= paricapá wa) [tala], after the Arattbada. It 
should be put on this place by the experts”. 


216ab. upavartana. For a definition of this term cf. comm. 
Datt. 175cd-177ab, where this rhythmical section is discussed in 
connection with the apara ntaka song. 

pürvavat, "as has been mentioned before", ie. ''as has 
been mentioned before in the context of the apardntaka song". 
This means that the upavartana of the rovindaka song should be 
performed like the upavartana of the aparantaka song, that is to 
say, in the ekakala paricapani tala. Cf. SimSR. 5, 169. BhN. does 
not mention the upavartana section in connection with the rovindaka 
song. KuSR. 2, 4, 1, 267 mentions the two different traditions with 
regard to the application of the upavartana section: sarira nantarasn 
kecit satpitapuirakena ca | upavarttanakam geyam па geyam keca- 
nabhyadhuh | 267 ||, "Some people [say] that after the Sariva ап 
upavarttanaka (—wpavartana) should be sung with the satprtaputraka 
(= фалсафа т) [tala], others say that it should not be sung”. 


216cd-218. In these lines Dattila discusses the arrangement of 
the four universal limbs (алга; cf. comm. Datt. 144) in the rhyth- 
mical sections of the rovindaka song. 


216cd. Cf BhN. зі, 303cd (Baroda ed.); Sari SR. 5, 169ab; 
KuSR. 2, 4, І, 265. 


217a. nivrttayas, “repetitions”. SarnSR. 5, 170-172 mentions 
three kinds of repetitions occurring in the $irsaka section: g#á- 
urttya (read: gityavriya) fadávritya py ubhaya vritito "һауа || 170 | 
durttyd dots trir athavd sydd ávrityd vindthavá | àkárash prathamaurttih 
kartavyam tatra caikakam || 171 || dvitiyá tu fadair yuktà pravritena 
prakirtita | trir durttau (read: durttir) тайһуата ѕуйі svairam 
gitatigasamegata || 172 ||, "[Sirsaka (from 170a) appears] with repe- 
titions of rhythms (git), repetitions of words, or with both things 
repeated (170), either with repetitions occurring two or three 
times, Or without repetitions. The first repetition is with vocal- 
isms (4 kara, i.e. singing the vowel 4; in the classical South Indian 
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music akára) (read: акага) sádhakam is a method of training the 
voice by singing the 4 and other long vowels; cf. Sambamoorthy, 
Dictionary of South Indian Music and Musicians, I, p. то, col. 2). 
Ekaka should be applied here (171). The second [repetition] is 
connected with the words. It is mentioned with a фғазуйа. The 
third time, the repetition is the medium one (i.e. a mixture of the 
first and second repetitions) combined at will with the limbs of 
songs (172). Cf. KuSR. 2, 4, 1, 269-271. 


217b. ākāryā, read: акага. Just as in classical Indian music 
of the present time, in ancient Indian music the voice was trained 
by practising, or rather, by vocalizing the vowel à (é-kdra). Cf. 
Sambamoorthy, l.c. 

Dattila, speaking of three or four vocalisms (4 ara) occurring 
in the middle, most probably refers to BhN. 31, 304 (Baroda ed.): 
akavavirttam asya syac catuskam trikam eva và |, “Its (ie. of the 
rovindaka song) уйа [section], which contains vocalisms, is four- 
or threefold”. 

SàrnSR. 5, 167 mentions vocalisms in connection with the 
$arzra section: ga karas iricatura h syuh Sarire "ntarántará || 167 ||, 
"There are three or four vocalisms (lit practising protracted 
syllables) in the middle of Sartra’. Simhabhiipala, commenting 
upon this line, p. 90, 1. 2, explains ашаға ntará as madhye madhye, 
which corresponds to madhye occurring Datt. 217b. Cf. KuSR. 
2, 4, I, 263. 


217cd. avamarse, read: avisesa-. Compare ВАМ. 31, 305 
(Baroda ed.) avisesanivritam tu Sirsakam samprayojaye, “One 
should perform sirsaka with uniform repetitions”. 

nivrtti, "repetition". Compare comm. Datt. 217a, nivrita yas. 

SarnSR. 5, 170-172 (for the text and the translation see comm. 
Datt. 217a) discusses this term in connection with the strsaka 
section. Kallinàtha, vol III, p. 98, ll. 3 f., commenting upon this 
line, explains: tac ca $irsakas йа vrityá và pada ууйуа và athava 
ubhayavittito gitapadavytter iti trividham bhavet, “This sirsaka is 
of three kinds: with repetitions of rhythms (read: gityduritya)), 
or with repetitions of words, of with both things repeated, with 
repetitions of rhythms (read: gi&-. and [repetitions] of words ”'. 

uttardnte, read: uitare тіс, “in the uttara (= pancapa ni) 
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[tala], at the end [of the song]". Compare SarnSR. 5, 170: Strsakam 
gitaka nie syat pancapa nau yatha ksarel, “Sirsaka occurs at the 
end of the song in the yathdksara (= ekakala) pancapa ni [talay’. 
C£. KuSR. 2, 4, 1, 268. 

éirsaka. This term, which indicates the last rhythmical 
section of the rovindaka song, has already been explained in con- 
nection with the madraka song. СІ. comm. Datt. 170-171ab, 
Sirsaka. 


218а. ekaka. For a definition of this universal limb (аяра) cf. 
comm. Datt. 144. BhN. 31, 306 (Baroda ed.) briefly mentions 
this limb in connection with the sirsaka section: ака vatkakam, 
“ап ekaka consisting of vocalisms" (4 kara; cf. comm. Datt. 217b, 
ākāryā, ¿ka rà) SarhSR. 5, 171, explaining the repetitions occurring 
in the strsaka section, elucidates: aka rath prathamaurtith kartavyam 
tatra caskakam ||, "The first repetition is with vocalisms (2 kara). 
Ekaka should be applied here". Cf. KuSR. 2, 4, 1, 270. 


218b. pravrtta. For a definition of this universal limb cf. comm. 
Пай. 144 and 146. Immediately after ekaka ВАМ. 31, 306 (Baroda 
ed) mentions pravrtta: asyante pravrttam ntyamad bhavet |, "Ac- 
cording to the rules fravrita occurs at the end of it (ie. at the end 
of the $irsaka section). According to SamSR. s, 172 prauirtta 
should be performed with the second kind of repetitions occurring 
in the sir;saka section, that is to say, with repetitions of words. Cf. 
also багй5К. 5, 170; KuSR. 2, 4, І, 269 and 271. 


218cd. vividha. For a definition of vividha, which is also a 
universal limb, cf. comm. Datt. x44. According to the ancient 
theory the limbs vividha and ekaka should be applied in the pada 
and the praitpada of the rovindaka song. Cf. BhN. 31, зоо (Baroda 
ed.): gháta$ cet (read: $ádas ca) sannipdtas (read: pratipadas) са 
vividhatkakayojttah |,“Тһе pada and the pratipdda are performed 
with vividha and ekaka". SarnSR. 5, 164 f. elucidates: madrakastha- 
vastuvac са tadardhayoh || 164 || vividhaikaikasamyogah (read: vivi- 
dhatkakasamyogah) pratyekam, "In each of the two halves of it 
(Le. pada from 164b), just as in the vastu occurring in the madraka 
song, uvidha and ekaka should be applied”. 


219-221. uttara song. 
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219. mukha, "opening"; pratimukha, "counter-opening". 
About the structure of these “openings’, which are the intro- 
ductory sections of the w//ara song, Dattila speaks as briefly as 
BhN. 31, 307 (Baroda ed.). BhN. 31, 308 f. (Baroda ed.), however, 
explains: asyedam uttarasyatha mukham pratimukham — bhavet | 
ullopyakavad asyadaw mdtra сала catuskald || 308 || rovindakavad 
ака raganavar jam prayojayet |, “The mukha and the pratimukha 
of the uttara [song] are as follows: Just as in the ullopyaka [song] at 
the beginning of this [song] there is one catuskala тауа (ie. a 
rhythmical period of which the bars or $adabhagas consist of four 
kalá's) (308). One should perform [this section] just as in the rovin- 
daka song without series of уоса Пот” Cf. SarnSR. 5, 175 and the 
example following 5, 178ab; KuSR. 2, 4, 1, 273. The first half of 
the catuskala тайа, that 15 to say, the first eight long notes (guru) 
or balas, are considered to be mukha, the latter half, or rather, the 
latter eight kaläs of the catuskala maira, are regarded as the prati- 
mukha. Cf. SarhSR. 5, 107 and Kallinàtha, vol III, p. 67, ll. 7-11 
of the comm. 


anta. This term indicates the final rhythmical section of 
the witara song. It is defined BhN. 3r, 312 (Baroda ed.): avise- 
sanivrttis сару asya nto niyato bhavet, "Its (ie. of the иЙаға song) 
final section is invariable, having uniform repetitions’. SarnSR. 
5, 177, however, opines that there may be an anta or not СІ. 
KuSR. 2, 4, І, 277. 


220ab. sàkhàklptis, "the composition of the <4-һа”, that 
is to say, "of 54204 and jrati$á kha’. According to Dattila the 
rhythmical structure of these sections is based on the dutkala 
фаЯсара mi tala, Le. the faficapám tala, in which the $adabhágas 
consist of two kalās, and which is executed with the following 
hand-movements: nip tà-a ni-tà пі-ба tà-pra nmi-sam. СІ. 
SarmSR. 5, 31 and the example following 5, 178ab, p. 103, 1. 3. 
About the «аға section of the uttara song BhN. 31, 309-311 (Ba- 
года ed.) says: sákhá зайалра "алаға уйй dvadasanga para smyta | 
309 || satpata dvddasakala Sakha jneya фғатапайай | tasya m iu 
dvikalas (read: trikalas) talah $amya caikakalà bhavet || 310 || (Since 
it is obvious that two of the six audible hand-moyem€nts or patas 
mentioned зоа are lacking, we may intercalate between 310cd 
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and ҙттаһ the line quoted BRN. vol. IV, p. 263, n. 2 as an alter- 
native for 31, 3IIab: (айа са dutkalas talah $атуа ca dvtkala 
tatah) punas catkakalas tàlah sannipatah каіа traye |, "Traditionally 
Sabha consists of a minimum of six limbs (айра) and of a maximum 
of twelve limbs (309). As to its measure, s@k/a@, one should know, 
has six audible hand-movements (раѓа), and twelve Balas. 
In this [section] there is a tala of three kalds, a Samya of one kala 
(310), [а tāla of two kalás, a Samya of two kalās,] a tala of one kala, 
a samnipdta of three kalās”. Cf. багй5К. 5, 1751.: 5454 ға 
sadangd sydd duádaša яра раға tatah ||175 || dvtkale paficabá паи 
sa, “Sakha consists of a minimum of six limbs and of a maximum 
of twelve limbs (175). It occurs in the dutkala pancapam [tala]. 
Cf. also the example following SarñSR. 5, 178ab; KuSR. 2, 
4, I, 274. While BhN. only mentions the audible hand-movements 
(pata) (of which Zala indicates the first three alas, Samya the 
fourth kald, Ша the fifth and sixth kalds, батуа the seventh and 
eighth alas, tala the ninth kala, samntpata the last three kalás), 
SàrnSR, mentions both the audible and the silent hand-movements, 
so that each kala is marked by a separate hand-movement. 

The $ratiSákhà of uttara, which is not mentioned by Dattila— 
maybe because this section has already been explained in con- 
nection with the араға ntaka (cf. Datt. 177d-178ab) and the wJlo- 
pyaka song (cf. Datt. 184ab)—is defined ВАМ. зі, 311 (Baroda ed .): 
5а khavat фғай5а kha tu bhaved amyapadá tu 54 ||, “Just as $Gkhd 
is the $ratisá khá, but with different words". Cf. SarnSR. 5, 176bc; 
KuSR. 2, 4, І, 274ab. 


220cd. Sirsaka. According to Dattila this section, which has 
already been discussed in connection with the afarantaka song 
(cf. comm. Datt. 177c), should be applied between the two akha s, 
that is to say, between the 54504 and the pratisakha, of the uttara 
song. BhN. 31, 312 (Baroda ed), however, states: ante cásya 
vtsegena madhye catva tu sirsakam |, "Especially at the end of this 
[song], but also in the middle $irsaka occurs". SarhSR. 5, 176 f. 
elucidates: sirsam madhye tayor bhavet || 176 || madhyántayos$ са 
và, “Sirsa (= Sirsaka) occurs in the middle of them (ie. Sakha and 
#rattšakha, mentioned in the preceding lines) (176), or, in the 
middle and at the end'. Cf. the example following 5, 178ab. The 
paricapam tala, which is mentioned by Баша as the tāla of the 
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firsaka section, should be executed in its ekakala form. Cf. Kalli- 
natha on SarnSR. 5, 175-177, vol. Ш, p. 102, l 14 of the comm.: 
Sirsadvayam apy ekakalottare geyam, “The two $irsas (ie. the 
Sirsakas occurring in the middle and at the end) should be sung in 
ап ekakala uttara (= paficapá mi) [tala]'. Cf. also the example 
following SarnSR. 5, 178ab, p. 103,1. 3 f. and 5, 29 f., enumerating 
the hand-movements to be applied in this tala: sam-tà $a-tà éa-ta. 


221ab. Cf. BhN. зт, 309 (Baroda ed.); SarmSR. 5, 175; KuSR. 
2, 4, I, 274. The limbs (аяға), mentioned by these authors іп 
connection with the 94544 section of the uttara song, are the uni- 
versal limbs, vividha, ekaka, etc. (cf. comm. Datt. 144), which may 
be applied here at wil. Cf. Kallinàtha, оп SarnSR. 5, 175-177, 
vol III, p. 102, ll. 7 f. on the comm. Cf. also SarnSR. 5, 178ab: 
ákáravar jam $à kháyàm рйа прат Sartravat |, "The limbs of songs 
occur іп 54288 just as in the Saviva [section], but without vocalisms', 
About the arrangement of the universal limbs іп 5ағіға, which is a 
rhythmical section of the rovindaka song, SarhSR. 5, 168 says: 
tesu vrilam tadürdhvádhah svairam angam  yojayet |, "In the above 
mentioned [vocalisms of the $artra section] one should apply vritam 
in its upward (Le. pravytta; сі. comm. Datt. 144 and 146) and 
downward form (ie. avagádha; cf. comm. Datt. 144 and 145ab), 
and the [other] limbs (i.e. vividha and ekaka) at will". 


222. Тһе conception that the Sàmaveda is the source of vocal 
music is also found BhN. x, 17 (Bombay ed.): jagra ha... sa mabhyo 
griam, "He (i.e. Brahman) took the vocal music from the songs of 
the Sámaveda". For the Samaveda as the source of the seven 
kinds of songs cf. Ghosh, Transl. II, p. 92, ch. 3, 369 (this verse is 
missing in the Bombay and Baroda editions). 


223. lam not able to find a parallel of this verse in BhN. SarnSR. 
5, 178 f., however, after having explained the uttara song, describes 
in the context of the dhruvå songs two styles (mdrga), to which 
Datt. 223 may refer: dvaw таған gitakegühtau Sankhacchatraka- 
samjnakau || 178 || Sankhamargo ‘ngasamksepas chatrakas tv | anga- 
vistarah |, “Іп the songs (grtaka = gita) two styles are mentioned, 
which are called £a&kha and chatraka. Sankha style [means] con- 
ciseness of limbs (anga); chatraka, on the other hand, extensiveness 
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of limbs". Cf. KuSR. 2, 4, I, 278 speaking of а šatha and a chatraka 
marga. The first style, Sankha or Satha, 15 called sama by Dattila. 
The second style may have been mentioned Datt. 223cd. The 
reading of this line, however, is corrupt, so that the name of the 
second style and some other words are missing. 


224. khafija; natkuta. I am not able to trace these terms in 
texts of later authors, that is to say, Іп texts of authors who lived 
after Dattila. These terms only occur a few times in BhN. Cf. ВАМ. 
3I, 347 (Baroda ed.), where khañja and narkufa are mentioned in 
the context of the puspagandika song: ata$ сапуе smyte түйе khasi- 
janarkutasamjrute || "Next, there are traditionally two other 
metres (vrtita), called Àhanja and markwta'. СІ. also BhN. 31, 309 
(Bombay ed.); Ghosh, Transl. II, p. 100, ch. 31, 455-456. According 
to Monier-Williams, p. 335, col. x, khañja, which literally means 
“limping” is the name of several poetical metres. The terms Алай ја 
and mnatkuta also occur Ghosh, Transl. II, p. 94, ch. 31, 386-387 
and p. 96, ch. 31, 413-414 (these verses are missing іп the Bombay 
and Baroda editions). 


225. For the three procedures (ekakala = yatha ksara or muktika, 
dwkala or dvisamkhyáta (BhN.) and catuskala or irisamkhydta 
(BhN.) to be applied in the авауйа sections of the vardhamána 
song cf. BhN. 31, 114 (Baroda ed.); Ghosh, Transl. II, p. 68, ch. 
31, 119; SarnSR. 5, ros f. KuSR. 2, 4, І, 313. 

muktika = muktaka, "detached, simple", ie. the yathaksara 
or ekakala procedure. BhN. 31, 59 (Baroda ed) calls the 
kanistha (smallest) 4зағйа yatháksara, most probably, because its 
tálas (one caccatputa and two файсафа nis; cf. BhN. 31, 55 f., Baroda 
ed.) appear in their most simple form, i.e. in the ekakala or yathá- 
ksara procedure (cf. BhN. 31, 56cd, Baroda ed.). Cf. also SárnSR. 
5, 183 f. The term muktika is elucidated KuSR. 2, 4, І, 290 f., who 
reads muktaka: yugmah syat kaliko dvau ca paticapani ушћа ВзағаЦВ) 
(read: -yathd ksarau) || 290 || gurvante muktakas tsam kala vidhir 
athocyate |, “There is an even (yugma = caccatputa) [tala] consisting 
of [simple] kalds and two yathdksara райсафа wis (290), the end 
consisting of a long (syllable). Their simple procedure of kalas will 
be mentioned next”. 

The tala of the laydntara (lit. "different speed") section of the 
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vardhamána song is similar to the tāla of the kanistha ásárita In 
both sections the ekakala or yatháksara procedure should be 
applied. The difference of the two sections is due to a difference in 
speed (indicated by the word laydntara itself) which means that 
the kala of the layániara section is executed in a double speed with 
regard to the tala of the kanistha ásarita. Cf. BhN. 31, 94 (Baroda 
ed.) yogád ekakalat өше kanisthakalayantare|, "By an ekakala 
procedure kanistha апа layántara are produced". Ghosh, Transl. 
II, p. 64, ch. 31, 102 translating this line, will lead us astray. About 
the speed of layántara SàrhSR. 5, 184 says: tadval laya ntaram 
margalayabhyam dvigunam tatah ||, “Laya ntara is similar to the 
[part] mentioned before (ie. kanistha ds@rita), but it is twice [as 
long and quick] in style and speed". Cf. KuSR. 2, 4, 1, 292. 

Dattila does not mention the name of the tālas to be applied in 
the kantstha and laydntara аѕағійаѕ, and of the hand-movements 
he only mentions the final one, i.e. samntpata. According to BhN. 
31, 55 f. (Baroda ed.; Ghosh, Transl. II, p. бо, ch. зі, 62-63) опе 
ckakala caccatpui'a, which has samya as its tirst hand-movement, 
and two pañcapā ms with a final samnipata, are the tālas of the 
above mentioned sections of the vardhamana song. Cf. also SamSR. 
5, 183 f. and the example, which follows these lines; KuSR. 2, 4, 
I, 290 f. and the following example. 

Бана speaks of а dvikala procedure in connection with the 
madhyama ásárita, without mentioning the name of the tala, which 
should be applied in this third section of the vardhamána song. 
The rhythmical structure of the madhyama dsdria is clearly 
explained SarnSR. 5, 185: madhyamasarite punah | uttara dutkala 
jneyas trayas tesv ádime Маай || 185 || 4йуй5 йѕғаѕ tyajet, “Іп the 
madhyama àásárita, one should know, there are three duškala иЙаға 
(= файсаһаті) tālas. In these [tālas], that is to say, іп the first 
one, one should leave out three kalās”. Cf. BhN. 31, 163 (Baroda 
ed.), referring to a dviguna (= dvikala) uttara (= Файсард ти); ct. 
also KuSR. 2, 4, I, 293. The example following SàrnSR. 5, 185 
shows, although not quite correctly, the arrangement of the hand- 
movements to be applied in the above mentioned tala. Por the 
correct reading compare the example following Ku5R. 2, 4 1, 293. 
BhN. 3r, 164-166 (Baroda ed.) only mentions the audible hand- 


movements (påta). | 
The catuskala procedure mentioned Datt. 225 obviously refers 
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to the jyestha ("greatest") dsarsta. The rhythmical structure of this 
fourth section of the vardhamdna song is explained SamSR. 5, 186: 
jyesthásá vite tuttards trayah | catuskalà syus teşv ddye іуајеі sapta- 
dimáh kalah ||, “Іп the jyestha dsarita there are three catuskala 
uttara (= файсафали) [tālas]. In these [tālas], that is to say, in the 
first one, one should omit the initial seven kalās”. Сі KuSR. 2, 
4, I, 294. For the hand-movements to be applied in these talas cf. 
BhN. зі, 171-185 (Baroda ed.) and the examples following SarnSR. 
5, 186 and KuSR. 2, 4, 1, 294. 


226ab. upohana. For a definition of this introductory rhyth- 
mical section cf. comm. Datt. 165-166ab and 173cd-175a. 

Катуаһ pajicakalah, "five kalās should be applied". This 
means that in the kanistha аѕатйа ап upohana of five kalds 
should be applied. 

anyesam, “of the other [parts]", ie. of layantara, madhyama 
ádsüriia and jyesíha dsdrita. BhN. 31, ror f. (Baroda ed.) states: 
jyesthasya kala hy astau mukham bhaven madhyamas ya saptakalam || 
тох || sadbhir layantare syádt pañcaiva kalah kanisthasya |, "The 
mukha of the jyestha [аза rita consists] of eight kalas, of the madhya- 
та [asa rita] of seven, in the laydntara of six and of the kantstha 
(аза уйа) of five’. This statement also applies to the upohana, 
since in the four sections of the vardhamana song mukha (“opening”; 
cf. comm. Datt. 219) and upokana are опе and the same thing, 
mukha being an alternative of upohana. Cf. ВАМ. 31, 89 (Baroda 
ed.); Ghosh, Transl. II, p. 63, ch. зі, 97-98; SàmSR. 5, 188. For 
the number of kalds of the upohana (= mukha) in the four asárita 
sections cf. also SarmSR. 5, 187; KuSR. 2, 4, 1, 295. 


226cd. For the number of alas in the four dsdrifa sections cf. 
ВАМ. 31, 155 (Baroda ed.); Ghosh, Transl. II, р. 72, ch. 31, 163. 


227ab. Only in the madhyama and jyestha ásáritas the tala of 
the first vastu is also used in the other vastus, i.e. in the second and 
third vastus. Cf. Kallinatha on SamSR. 5, 187-190, vol. ІШ, p. 110, 
ll. 8.x1 of the comm. 


227cd. This definition of the vardhamdna song is also found 
Bhi. зт, 69 (Baroda ей). 
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228ab. BHN. 31, 156 (Baroda ed.) explains the word vardhamana 
as follows: kalanam vrddhim азадуа tv aksaranam са vardhanat | 
layasya vardhanac capi vardhamámaham ucyate |, "After having 
established an increase of alās by an increase of syllables, and by 
an increase of speed, one Calls it vardhamanaka’’. Cf. Ghosh, Transl. 
II, p. 72, ch. 31, 164. BhN. 31, 9x (Baroda ed.) also explains the 
word vardhamana by an increase of some elements of the song, 
this time, however, mentioning some more elements and even 
things, which do not refer to music: varnata lalayagranthava dya- 
bhinayavardhanát | жанат vrddhiyogá cca vardhamanakam ucya- 
te ||, "Because [in this song] varnas, tá las, speeds, words, instru- 
mental music and gestures increase and because an increase [of 
the number] of actors is applied, it is called vardhamanaka". We 
may compare Datt. 228ab... puirvagitanam khandtkanam... 
to SarmSR. 5, 216ab... $árvakramád gītā s... khandtkah, "the 
parts sung іп an order, which has been explained before". Cf. also 
KuSR. 2, 4, I, 326: vardhamánam ало vaksye vistarat khandtka- 
tanum, "I shall call all parts together vardhamána, because they 


gradually become longer" (ie. each part is longer than the prece- 
ding part). 


228cd-230ab. For the number of kalds in the four parts or 
sections (khandika) of the vardhama na song, called ж%5а йа, sangata, 
sunanda and swmwkhi cf. Ghosh, Transl. II, p. 69, ch. 31, 137 (this 
verse is lacking in the Baroda and Bombay editions), SarnSR. 5, 
200 Ғ.; KuSR. 2, 4, r, 327; 330; 332 Í. 


230cd. Панда states that the introductory section or upohana 
(cf. comm. Datt. 165-166ab and 173cd-175a) of the 2152/4, sangatá, 
sunandd and sumukhi parts (khandika) of the vardhama na song 
respectively consists of five, six, seven and eight /а/4 s. Cf. BhN. 
31, 132 f. (Baroda ed.); Ghosh, Transl. II, p. 70 f., ch. 3r, 138-139; 
the example following SárñSR. 5, 209, p. 119, ll 6-8; KuSR. 2, 4, 
I, 328; 330; 332 Í. | 


231ab. Although Dattila refers here to a more detailed explana- 
tion, the tālas of the upohana sections of the above mentioned four . 
parts (khandika) are not discussed any more, whilst other authors 
pay special attention to these tālas. C£. BhN. 31, 140-142 (Baroda 
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ed.): famyátálau dvir abhyastau sannipato 'ntya eva ca | upohane 
vifaláyas talo "уат partkirtitah || 140 || dvikalah sangata yas 
са tālas cacaputo bhavet | trikalo yuktataladth ѕипапіа ya's tathaiva 
ca {| хат || caccatputas ca dvikalah sumukhyah sydd ироһапе | 
upohane dvir abhyastais (read: abhyaste) tatah karyd tu kandika || 
142 ||, "Samyá and tala are practised twice; samnipdta occurs at 
the end. In the “pohana this is considered to be the tala of visalá 
(140). Тһе duikala cacaputa is the tala of зай айй. The (Ша) of 
three Ка185 (ie. the ekakala udghatia tala) together with the [ekakala 
caccatputa in its] talddi [variety] (іе. the variety, in which tala is 
the first hand-movement) is [the tala] of sunandd (141). The 
dvikala caccatbula occurs іп the upohana of sumukhi. The kandika 
(= Алатава) should be made, while the upohana is performed 
twice (142)'. Cf. also SarmSR. 5, 206-208 and the example following 
5, 200, p. 119, ll. 6-8; KuSR. 2, 4, 1, 329; 330; 332 if. 


231cd-232ab. Іп these lines Dattila refers to the tālas to be 
applied in the four kandikas (= khandika), viz. visala, sangata, 
sunanda and sumukhi. ВАМ. 31, 144-146 (Baroda ed.) is not clear 
on this point. SamSR. 5, 204 f. elucidates: madhyamasáritádistha- 
vastuvat tala tsyate || 204 | об ауат samgata уат duikalo yugma- 
sas  ñakah | catuskalah sunanda yam sumukhyam за dvir ucyate 
|| 205 ||, “Тһе tala in the 2152/0 is considered to be just as in the 
vastu, which occurs at the beginning of the madhyamdsarita (204). 
In the samgaid it (ie. the tala) is said to be a dvikala yugma (= cac- 
сайфша); in the sunandd a catuskala [yugma] In sumukhi two 
[catuskala yugma tālas] are mentioned (205)’. Cf. KuSR. 2, 4, I, 
328; 330; 332 and 334. The first three tālas described by Dattila 
correspond to the tālas mentioned by багарабеуа as the tālas 
to be used in the 2750/4, samgatá and sunandda kandtkas. In the fourth 
case, in the ssmukht section, Dattila prescribes a different tāla. 
The difference may be due to the words yugmaujas ca being an 
incorrect reading, although it is quite possible that Dattila follows a 
different tradition. 


232cd-233ab. panika, a dhruvà song, which does not belong 
to the seven traditional songs; cf. BhN. 32, 2 (Bombay and Baroda 
ей.); 5агА5К. 5, 55. BhN. зі, 325 (Baroda ed.) defines the panika 
song as follows: 494 %ей sodasangad ca уиртаија và pramanatah | 
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stutiyukta іш kartavyá mátráyuktà іш ратка || 325 ||, “Тһе рата 
[song], which consists of eight limbs and of sixteen limbs, and which 
has yugma (= caccatputa) and оја (= ca caputa) [as tālas], should 
be performed [as a song], which is connected with the praise [of a 
deity] and which consists of mátrás". Abhinavagupta, commenting 
upon this verse, explains: atha sukumarapra yal 18 syadva rena 
pirvarangopayoginim pamkam laksayati. astangeti. avaratah soda- 
$a прен paratah, “One defines pamkd as (а composition] performed 
during the prologue by means of a dance, which is mostly very 
delicate. It consists of a minimum of eight limbs and of a maximum 
of sixteen limbs”. 

SàrnSR. 5, 219 f. describes the structure of the mukha section 
of the på таға composition, mentioned Бу Dattila: àdyà rovindaka- 
pata matratka pamka mukham | matra 5уй4 avara stángá sodasá тра 
para mata || 219 || ullopyakavad anganam mivesam kovida viduh |, 
“The first тауа occurring in the rovindaka song is identical to 
the máirá of the ратка [song] The matra is the mukha (ie. the 
introductory rhythmical section). It is considered to consist of 
a minimum of eight limbs and of a maximum of sixteen limbs 
(219). According to the experts the placing of the limbs is just as 
in the иШорфуаға [song] . Cf. KuSR. 2, 4, I, 360. 


233cd-234ab.  Dattila's description of a special method, accord- 
ing to which in a päntkā song the subsections (vidár?; cf. comm. 
Datt. бо and 142) should be executed, is also found SaraSR. 
5, 2201. vidaryah syuh stuttpadair араға niaritair tha || 220 || 
nivantarath siutipadair аката cathava kramai|, “The vidart s 
respectively appear with the words of a eulogy, which are separated 
by vocalisms (220), or with the words of a praise, which are not 
interrupted, and with vocalisms, in due order". KuSR. 2, 4, т, 
361 f. elucidates: dkárántarilaw asyam ийй ryah syuh stuteh padath 
ll 36x || Revalatr và stutipadaiy ākārair atha kevalath |, “The viddris 
in this [composition] occur with the words of a eulogy, which are 
interrupted by vocalisms (361), or with separate words and separate 


vocalisms'. 

234cd. агіга. This rhythmical section has already been dis- 
cussed in connection with the vovindaka song. СІ. comm. Datt. 
215са фғазійға and $arira. 


420 COMMENTARY 


paficapanicatustaye, “in a series of four файсафаиз”. 
баг. s, 222 explains: athottaraié caturbhih syác chariram tu 
yatha ksaraih |, "There is а Sarira [section] with four yathdksara 
(= ehakala) uttara (= pancapa mi) [tālas]. Cf. KuSR. 2, 4, т, 363. 


235ab. <ігаѕ = %ғзаһа or sirsa. Cf. comm. Datt. 177c, where 
Sivas is discussed in connection with the aparaniaka song апа 
220cd, where sirsaka is explained in connection with the uttara song. 

sampistaka, cf. comm. Datt. 205ab and 206cd-207ab, where 
this term is discussed in connection with the ovenaka song. 

ekaka. This term indicates one ОҒ the universal limbs 
occurring in several songs. For a definition cf. comm. Datt. 144. 

The connection between Sirsa, sampistaka апа ekaka is explained 
SarnSR. 5, 222: tatah $irsam saikakena karyam sampistakena tu ||, 
"Next, %ғза should be performed with a sampistaka, іп which 
the ekaka limb (anga) occurs’. Cf. KuSR. 2, 4, 1, 363. 


235cd. upohana. Just as in the rovindaka song in the $á'mkà 
song the first eight long notes (guru) or kalás of the introductory 
section (mukha) are called wpohana. СІ. comm. Datt. 213ab, where 
this term is discussed in connection with the rovindaka song. 
mukha. The application of this introductory section of the 
фа mka song has already been explained comm. Datt. 232cd-233ab. 


236ab. Most probably, this line is misplaced, since it deals with 
the vardhamana song and its ¿sártta sections. 

khandika, cf comm. Datt. 228cd-230ab, where the four 
parts of the vardhamána song are discussed. SarmSR. s, 209 ex- 
plaining the khaydikas of the vardhamána song states that in these 
khandikas the number of kalás is equal to the number of alas in 
the case of the dsaritas. 


236cd. The meaning of this line is not quite clear. Dattila may 
refer here to some unmentioned tàlas, occurring in the limbs 
(avayava may be an equivalent of аўра; cf. comm. Datt. 43, viritayas, 
р. 156 f.) of the dhruud songs. 


237cd-240ab. giti. We may roughly translate this term by 
"rhythm", although rhythm is but one of its constituent elements. 
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SarnSR. т, 8, r4 f. defines gii: varnddyalamkyta gdnakriyad pada- 
layánvità || x4 || gitir tty ucyate, “A method of performing a song, 
which is adorned with varnas, etc. (ie. alamkd vas, cf. comm. Datt. 
97 ff.) and which is connected with words and speed (14), called 
рін”. Ghosh, Transl. II, p. 39, note 76! pays also attention to the 
elements other than rhythm. KuSR. 2, т, 4, 478 gives a more general 
definition: atha sadgitaya$asá pratanyante ‘tra gvtayah|, "The 
giis are performed, because they produce the beauty of a good 
song'. 

One should not confuse the term gifs with рИа ("song") like 
Prajüánananda, who mentions the seven traditional dhruvad songs, 
viz. apara така, ullopyaka, etc. and other dhruvd songs, such as 
rk, ратка and gatha under рін (cf. Prajianananda, Hist. Dev. of 
Indian Music, p. 429, col І, index). Since the рї is applied in the 
songs, it cannot be the song itself. СІ. BhN. 32, 434 (Baroda ей.): 
ganayoge catasras ш yojydh sarvatra ga yanaih | yathaksarakrta 
hy dah prayojyante dhruvasv apt || 434 ||,"During the execution 
of a song the four [0705] (viz. тарай, ardhamagadhi, sambhavita 
and prthulā, mentioned in the preceding verses, ie. 32, 431-433) 
should be practised everywhere by the singers. When they are 
performed with proper syllables (aksara, lit. "syllable" indicates 
the duration of a musical note; cf. comm. Datt. 123-124, guru, 
laghu, pluta), they are also used in the dhruva songs". The gí& is 
obviously used in vocal music, but its application іп the dhrwva 
songs is questionable. BhN. 29, 49 (Baroda ed.) seems to contradict 
himself, saying: dhruva yogam vinaiva hi | gandharva eva ‘yo Vyas 
tu nityam ganaprayoktrbhih ||, “They (ie. the four gitis mentioned 
in the preceding verses, ie. 29, 46-48) should always be applied 
in music (gándharva, сі. comm. Datt. 2) by the performers of a 
song (gaa), the execution of dhruva songs being excluded". 

The above mentioned gitt, which may be a method of performing 
a song, should not be confused with -gi occurring in the Words 
Suddhagiti, bhinnagitt, etc., indicating groups of ға gas Cf. comm. 
Datt. 48, 748 and ғара, p. 178ff. The two different kinds of gift 
are confused by Prajüánànanda, o.c. рр. 71 ff. and p. 429, col. I, 
index. 
magadhi, the first one of the gets, mentioned by Dattila. 
It is defined BhN. 32, 432 (Baroda ed.): irinivrityá padanam іш 
тарай) samudahyta | citre, “When in the cifra style words are 
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three times repeated, it is called тарайт”. СІ. BhN. 29, 47 (Baroda 
ed.); MBrh. 172. SamSR. r, 8, 16 ff. elucidates: giivà kala yam 
дауа уат vilambitalayam padam || 16 || dvi&ya уйт madhyalayam 
tat pada ntarasamyutam | satrtiyapade te ca trivyasyam drute laye | 
гу liti trir дәуйарадат magadhim jagadur budháh |, "Singing on 
the first kald а word in slow speed, оп the second [kala] the same 
word together with another one In moderate speed, on the third 
[kala] these words together with a third one in quick speed (r7); 
when the words are three times repeated in this way, the experts 
call it mágadhi'. Cf. KuSR. 2, I, 4, 479-483. 

ardhamagadhi, the second git mentioned by  Dattila. 
It is defined BhN. 32, 432 (Baroda ed.): ‘rdhamagadhi catva dvi- 
nivrtiapada %ғауа ||, "Ardhama gadhi in the same way (ie. in the 
сйуа style mentioned before), depending on two repetitions”. 
Cf. BhN. 20, 47 (Baroda ed.); MBrh. 172. It is very likely that 
Datt. 238cd, MBrh. r72cd and BhN. 29, 47 (Baroda еа.) go back 
to the same reading, or rather, to an ancient reading of BhN., 
which differs from the Bombay and Baroda editions. SarnSR. 1, 8, 
18 f. explains: pü ruayoh padayor ardhe carame dvir yadodite || 18 || 
tada 'rdhamágadhim prahuh, “When the last halves of the two 
preceding words are pronounced twice (18), in this case people 
speak of ardhamágadhi'. Cf. the example following 1, 8, Igab. 

KuSR. 2, r, 4, 484-486 elucidates: vilambite laye pūrvam pada- 
syantam dalam yathá | skam madhyapadena зуап madhyasya іш 
padasya са || 484 || madhye laye tathatvantyam dalam tarttvyakena 
са | padena giyate ѕа kam. drutena ca layena ca || 485 || tadardhama- 
gadhi prokta gitth  Rrismaksamábhujá \ity | ardhama gadhi prokia 
pada urthpešala, "When the first [word] appears in slow speed, the 
last half of the word together with the middle word (484), in moder- 
ate speed, and when the last half of the middle word together 
with the third word is sung in quick speed (485), in that case the 
giti is called by Krsna Ksamabhuj (= Kumbha) ardhamagadhi. Thus 
ardhamagadht is said to be adorned with repetitions of half words". 

sambhàvità, the third git, mentioned by Dattila. It is 
defined BhN. 32, 433 (Baroda ed.): vritaw sambhà vita фуа уо laghu- 
vadyaksaranuita|, "Sambhávitá, which occurs in the vyiti style, 
mostly contains short syllables in the first place’. This may be 
an incorrect definition, which is not followed by the other authors, 
who follow the other definition of BhN. 20, 48 (Baroda ed.): sam- 


СОММЕМТАКҮ 423 


Brit a мед рилабаантатий "Sans, one chou 
, 8 syllables”. Cf. MBrh. 174. Only Dattil 
follows the i iti irf ears 
ws кле Incorrect definition. SarnSR. т, 8, то states: sambse т-не 
н ША UE sambhainlà mata ||, “Sambhavitd is жетем to 
be concise as to its words and to contain many long syllables" 
KuskR. > X, 4, 487 L explains: gurvaksaraié caturbhis tu padaih 
sydt prathama kala’|tasya eva tu madhyasthe pade dve dvir ди) 
trite || 487 || duitiyasya'm kaldyam ty іуда іш punar i 
"yu = ; yatha | 
prathama уш tatha yatra gitth sambha vita tu sd || 488 ||, “When 
е ісі aa Contains four words with long syllables, and each of 
[kala] occurring in the middle are 
pronounced twice (487) in the second kald, and when the third 
kala is like the first one, this is called Sambhauitd giti". Cf. also 
KuSR. 2, I, 4, 501. 
prthulà, the fourth сїн, mentioned by Dattila. It is, like 
sambhawtàá, incorrectly defined BhN. 32, 433 (Baroda ed.) Also 
this time the incorrect definition is followed by Dattila. The 
correct definition is given BhN. 29, 48 (Baroda ed.): prthulakhya 
са vijhüeya nityam laghvaksaranwità, “Тһе [gitr] called Рта, 
one should know, always consists of short syllables’. Cf. 
MBrh. 174. SàrhSR. r, 8, 20 states: bhitrilaghvaksarapada 
brihulà sammata зийт |, "According to the opinion of the experts 
фу/шіа contains words, which mostly consist of short syllables’. 
Cf. also KuSR. 2, 1, 4, 489; 501. | 
varna. For a definition of this term cf. comm. Datt. 97 ff. 
Datt. 239 cd mentions varna in connection with the prthuld pity. 
KuSR. 2, I, 4, 490 refers to the varnas in connection with the 
sambhauita рн. ВАМ. does not include this term in his definitions 
of the four gitis. SàrhSR. mentions sarna in his general definition 
of the term гїї, but, further on, in his special definitions of the four 
gitis the term varna does not occur anymore. - 
marga and giti. Datt. 240ab states that each of the four 
gttis should be performed in its proper style: тарай in the citra 
style (in which the instrumental music prevails), sambhavita in 
the viti style (in which instrumental and vocal music are of equal 
importance) and prthuld in the daksina style (in which the vocal 
music prevails). Although Dattila does not mention a particular 
style in case of the ardhamágadhi рй, we may suppose that this 
giti should be performed in the citra style, just as the magadht 
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gii. Cf. BhN. 32, 432 f.; MBrh. p. 49, last two lines. I doubt, 
whether the mdgadhi and the ardhamágadhi gitis should be per- 
formed іп one particular style, since тарай and ardhamágadhi 
both consist of three parts, which are executed іп three 
different speeds. As the three speeds (slow or vtlaminta, moderate 
or madhya and quick or druta) are closely connected with the 
three styles—that is to say, vilambtia with the daksina marga, 
madhya with the vri marga and druta with the citra märga; cf. 
comm. Datt. 115-117, mürga) Dattilas statement, according to 
which a рїї, which is executed in three different speeds, should be 
performed in one particular style, is an inconsistence. This may be 
the reason, why SamSR. and KuSR. do not mention one particu- 
lar style in the case of the magadhi and ardhamagadhi giis. 


240cd-241cd. dhruva; màtrika. We may regard Dattila's 
explanation of dhruva as a definition of the dhruva pata, which was 
an ancient method of indicating the smallest time-units or mars 
by special audible hand-movements (раѓа). Dattila's vision, accord- 
ding to which the dhruva [pata] was the "root" of the styles (marga), 
may have been based on a reading of BhN. 31, 38 mentioned as 
manuscript d, Baroda ed., 1V, р. 172, note 1 and 2: тайға yam— 
dhruvam tu matrikam фаб та gamargaprayojakah | kala yah (read: 
ya) truidhah (read: -й) proktoh (read: prokta) tasyam pato dhruvah 
smytah |, “Dhruva is mátrika, because it is [based] on тайға (“ori- 
gin"). It is the hand-movement (раѓа), which is essential for the 
styles (marga) of the тараз (ie. the grámarágas; cf. comm. Datt. 
48, 740 and ға ға) Traditionally, dhrwva is the audible hand-move- 
ment (Aaa) in the kala, which is said to be of three kinds’. In this 
way mdirika is derived from matrkd, since it is considered to be 
the "origin" (frayojaka 15 an equivalent of matrka) of the styles. 
The term máirika, however, may rather be connected with maira, 
since the dhruva [ba ta), to which it applies, is a method of counting 
the smallest time-units, called méird, For further definitions of 
айғша pata and its application in the styles cf. comm. Datt. 121, 
trayah tata h. 

laya, “speed”; cf. comm. Datt. 151cd-152ab. 

dviguna. In the cifra style the two matrás, constituting 
the kala, are called dhruvaká and patitd. In the ту or varttika style 
the four mátrás, constituting the double kald, are called dhruvaká, 
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а", patákà, and patita. In the daksina style the eight matras, 
constituting the fourfold ald, are called dhruvakd, sarpini, Rirsna, 
padmini, visarjità , vikşiptā, bataka апа файа. These terms indi- 
cate the hand-movements by which the mdirds are marked. Cf. 
comm. Datt. 121, trayah patah For kalà as changeable time-unit 
cf. comm. Datt. 110, kala, and padabhaga. 


INTRODUCTION TO THE MUSIC EXAMPLES 
a. Sources 


The following music exemples are transcriptions into Western 
staff notation of the prastaras, illustrating the jati and ram de- 
scriptions of Matan gamuni Brhaddesi, ed. by К. Sambasiva 
Sastri, Trivandrum 1928 (MBrh.); Sarngadeva, Samgitaratnakara, 
I, ed. by S. Subrahmanya Sastri, Madras 1943, II, ed. by S. Subrah- 
manya Sastri, rev. by V. Krishnamacharya, Madras 1959 (SamSR_), 
Kumbhà, Samgitaraja, I, ed. by Prem Lata Sarma, Banaras 1963 
(KuSR.; Tulaja, Samgitasaràmrta, ed. by 5. Subrahmanya 
Sastri, Madras 1942 (TulSS.). 


b. Method of transcription 


The transcription is based on the theory, according to which 
the seven ancient Indian basic intervals, sa ri ga ma pa dha ni, 
in the tone system of the sadja grama roughly correspond to the 
intervals of the Western d-scale, viz. defgabc (cf. Comm. 
p. 108; Grosset, Inde, p. 308, col. 2). We should, however, notice 
that in the ancient Indian sadja gráma tone system the intervals 
ni-sa (c-d) and ma-pa (g-a) are greater (because they are intervals 
of four $rutis) than the intervals sa-ri (4-е) and pa-dha (a-b) (inter- 
vals of three $rutis; cf. comparative table of notes on p. 124). 
Notes without any special mark belong to the middle register 
(madhya), which might be equated with the Western d-scale, 


reaching from d’ to с”. Notes with the mark., for instance Я, 
belong to the lower register (mandra), reaching from d to c'. Simi- 
larly, notes with the mark |, for instance d. belong to the higher 
register (tāra), reaching from d" to с”, 
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The accidentals fif and ct respectively correspond to the ancient 
Indian antara ga and kakali ni, c* and d—to the ancient Indian 
kaisika ni and cyuta sa. These varieties of the notes ва, ga and ni 
mentioned in the Sanskrit descriptions of some fatis and rágas, 
are not indtated by special symbols. The time-unit Or mátra, 
which in the ancient Indian musical notation 1s indicated by 2 


long syllable, for instance Я], is transcribed as a crotchet (4) 


Two or more short notes, for instance d or ATT appearing 


within the time of one mātrā, are of equal length just as іп the 
modern Indian musical system. Bar(-lines) are used, in the first 
place, when a series of notes or pádabhàga (ie. a section of a 
musical metre or tala, which in the daksina style (cf. comm. Datt. 
115-117), the style used in all the examples of vocal music illustrat- 
ing jatis and ragas, consists of four long (guru) time-units, the 
so-called kalàs, or eight short (laghu) time-units, the so-called 
matras) is clearly marked by a number, which is the procedure 
in the examples of vocal music. Secondly, bar(-lines) are used, 
Where notes or series of notes are separated by leaving some space 
between the notes or series of notes, a procedure, which is followed 
in the examples of instrumental music. The reader will certainly 
understand that these bar(-lines) do not in every Tespect resemble 
the bars of Western music, which mostly indicate complete metri- 
cal episodes in contradistinction to the ancient Indian padabhagas, 
which are merely sections of a metrical episode. The padabhagas 
do not only comprise matras, which are marked by audible (Sabdena 
samyukta) hand-movements (pata) (viz. Samya, Le. a сар of the 
right hand, and tala, іе. a clap of the left hand) and which are more 
or less comparable to the Western accentuated beats (сі. comm. 
Datt. 120), but also some matras, marked by silent (nihsa bda) 
hand-movements (such as viksepa, in modern Indian music called 
khali, ie. empty beat; cf. comm. Datt. 119), which might be 
compared to the unaccentuated beats of Western music. Whereas 
in Western music the accentuated beat is mostly the first beat of a 
bar, in ancient Indian music the audible hand-movements mostly 
` appear on the last matra of a padabhaga or on the last matra of 
the first half of а padabhaga (cf. SamSR. 5, 32-38) In ancient 
Indian music the end of a complete metrical episode or tala is 
indicated by a special audible hand-moyement, the so-called 
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samnipata (ie. a clapping of both hands; cf. comm. Datt. rar). 
The modern Indian sam, however, which may be connected with 
this ancient term, appears on the first matra of а new metrical 
episode. In the examples of instrumental music, that is to say, 
in the àlàpas, vartanis and karanas, illustrating some ancient 
ragas, the bar[-lines] have no special meaning with regard to metre, 
as no tala is prescribed in the text. In this case the bar(-line) | 
is merely used to indicate a separation between notes or series of 
notes, which in the original notation is marked by leaving some 
space between the notes or series of notes. In music example no. 
25, illustrating the third vastu of a particular dhrüva song (cf. 
KuSR. pp. 524 ff.) the notes appearing within a square[ (аге 
transcribed as one bar. 


c. Appreciation 

The fact that all the above mentioned Indian authors, who lived 
in different centuries, present the same music examples of the 
jatis, suggests that these examples do not refer to contem- 
porary musical practice, but to an ancient tradition, which was 
obviously regarded as "sacred" (cf comm. Datt. p. 186). The 
strange, non-melodic intervals, that is to say, the intervals reaching 
over the octave, might be ascribed to the vagueness of this ancient 
tradition, but might also be explained as an incorrect reading of 
the copyist, who neglected the signs. and | indicating the lower 
(mandra) and higher (tara) octaves. It is a matter for further 
research to which tradition the following music examples of jatis 
and ragas—if they were ever used in musical practice—belonged. 
The texts of the examples of vocal music, illustrating the jatis, are 
Siva hymns, belonging to a tradition, which is unknown to me. It 
is quite possible that one day some specialist in Siva literature will 
identify these hymns. 
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Different readings of the same üksipGka according to KuSR. 2, 2, I, 278. 
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ex. 2 С. Different readings 
of TulSS. pp. 38 f. 





ex. 3 А. Arsabhi jati 
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Suddhasüdh&rita raga (SaraSR. 2, 2, 27). 
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Сап4Һагарайсата raga (SardSR. 2, 2, 104). 
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abhirudgata, 23 

agita, 45 

agnistoma, 3I 

акага, 217, 233, 234 

aksara, 123, 127, 161, 239 

alamkara, 7, 99, 102, 105 

alpa, 69, 8і 

alpaka, бі 

alpatva, 55, 59 

amśa, 18, 55, 57, 58, Or, 62, 63, 
65, 66, 67, 68, 70, 72, 77. 78. 79, 
8o, 82, 85, 89, 90, 9I, 92, 94, 
140, 141, 144, 145, 147, 167, 168, 
185 


amSata, 90 

enamá$a, 74, 84, 87, 88 

anam$atva, 17 

anasin, 20 

andhri jati, 52, 84, 86 

айра, III, 143, 171, 179, 185, 


186, 192, 193, 194, 195, 209, 210, 
221 

aniryukta, 157, 159 

anta, 185, 208, 219 

antaharana, 185, 208 

antara gandhara, 16, 46 

antara marga, 147 

antara svara, 16, 46 

anuvdadin, 19 

арапуаза, 55, бо, 62, 63, 66, 68, 
70, 74, 75, 80, 82, 85, 89, 140, 
147, 148 


aparàntaka song, 171, 179, 202, 
204 

apürna [kütatàna) 38 
ardhamagadhi, 238 
ardhasamudga, 148 
arohin, 98 

ürsabhi јан, 52, 54, 65 
asádaba, от 

&sárita, 227, 236 

asarita kanistha, 201, 225 
asdrita layantara, 225 
asarita madhyama, 225, 23I 


ásaritaka, 224 


aSvakranta, 23 

audubita, 55, 59, 64, 77, 86, 91, 
94, 96 

avagadha, 144, 145, 210 

ауара, 113, 118, 134 

ауарапі, 152 

avarohin, 08, 108 

ayugma, 122, 123, 126, 127, 128, 
138 

ayuj, 123, 136, 185 

bahu, 76, 87 

bahula, 18, 78 

bahutva, 55, 59 

balavat, 90 

bindu, 103, 107 


cacaputa, 123, 128 

cacca(t)puta, 123, 188 

caturasraka, 205 

catuskala, 135, 159, 167, 180, 225, 
232 

chedyaka, 

citra, 


156, 157 
43, 116, 154, 238, 241 


daksina, 43, 
198, 239 
dhaivata, 13, 20, 28, 35, 64, 65, 
66, 70, 74, 75, 76, 84, 88, 89, 93, 


II7, 120, 152, 174, 


95 

dhaivati = dhaivata, 26 

dhaivati jati, 50, 51, 54, 66, 67 

dhruva [pata], 240 

dhvani, 8, 9, 12, 15, 36, 42 

druta, I51 

dvaigeyaka, 150, 168 

dvaikala = dvikala, 197 

dvikala, 133, 137, 166, 170, 181, 
182, 186, 188, 202, 207, 215, 220, 
225, 232 


ekaka, 144, I7I, 179, 200, 211, 
218, 235 
ekakala, 125, 160, 170, 182, 183, 


187 
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gandhára, їз, 16, 17, 26, 32, 63 
64, 68, 69, 71, 72, 76, 81, 82, 84, 
85, 87. 92, 93, 94 | 

gandharagrama, тї 

gandharapaficami jati, 54, 82 

gandhari = gandhara, 28 

gandhari jati, 49, 5I, 52, 53, 54, 


74. 83, 92, 93 
gandharodicyava jàti, so, 77, 79 
gandharva, 2, 3 
gandharvasastra, I 
ghanta, 115 
gita, 43, 45, 57. 59, 142, 222, 236, 
242, 243% 
gitaka, 60 
gitavit, 210 
ЕТІ, то, 98, 112, 142, 176, 201, 


237, 239, 240 
gopuccha, 155 


graha, 55, 57, 62, 85, 168 
grama, 6, II, 2I, 33, 39, 47, 73 
guru, 124, 130, 197, 239 


gurulaghava, 123 


hariná$va, 24 
harita, 107 
hinata, бі, 66, 8r 
hinatva, 72, 78 
hrsyaka, 25 


ЗАН, 7, 46, 47, 48, 56, бо, 73, 96, 
97, 148 

jatilaksana, 56 

jatisidharana, 47 


kaisiki jati, 
kákali nisáda, 
kala, 110, 114, 115, 116, 118, 121, 
122, 124, 125, 130, 133, 165, 
166, 174, 178, 181, 186, 187, 189, 
191, 197, 213, 214, 218, 226, 228, 
230 
kampita, 107, 115 
kapolanata, 24 
karmaravi јан, 
khandika, 
khanja, 
Kohala, 
kulaka, 
kita, 4I 
kütatana, 38 


54. 88, 92, 95 
16, 46 


53, 87 
228, 229, 236 

224 

128 

156 


471 


laghu, 124, 239 
laksana, 56 


laya, III, IIS, ISI, I 
ae Š, 151, 154, 241 


madhya [laya], 151, 175 

madhya [апа], 8 

madhya [vividha], 149 

madhyama, 13, 14, 20, 26, 28, 
66, 70, 71, 72, 75, 77. 78, 80, 81, 
84, 85, 93 

madhyama grama, 11, I4, IS, 20, 
21, 24, 27, 32, 35, 73 

madhyama jati, 49, 50, 51, 78, 81 

madhyamodicyava jati, 51, 79 

madraka song, 155, 160, 161, 166, 
167, 170, I71, 197, 212 


magadhi, 237, 238 
mahagiti, 149 
mahajanika, 186, 188 


mandi (= margi), 25 

mandra (in the jati), 8, 55, 58 

mandra [sthàna) 8, 42, 62, 71, 86, 
103, 104, 105, 168 

mandratáraprasanna, 106 


патра, 112, 115, 116, 165, 173, 
174, 198, 240, 242 

masaghata, 202 

mátrà, ІІІ, 116, 117, 130, 13%, 


138, 139, 159, 161, 172, 179, 181, 
195, 196, 200, 211, 212, 213, 233 

matrika, 241 

matsarrkrta, 22 

migra, 185 

mrdu, 58 

mukha, 143, 192, 219, 232, 235 

muk tika, 225 

mürchanā, 6, 21, 23, 27. 29, 30, 
33, 37, 38 


naisádi |88, 52 


nandayanti jati, 53, 58, 85 
Narada, 2, 31 

natkuta, 224 

nigraha, 36 

nihgabda, 187, 189 

nime$a, 114 

niryukta, 157, 158 

nisada, 14, 16, 17, 26, 32, 53. 63, 


64, 65, 68, 70, 72, 76, Зо, 81, 
80, 90, 91, 94 ! 
nisadavati jah, 53, 67, 94 
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niskrama, 113, 119, 131, 137, 169, 
182, 183, 189, 207 
ni$$abda = nihsabda 
nivrttapravrtta, 103 
i 188, 190, 217, 


nivrttimat, 178 

nyása, 55, 58, бо, бі, 62, 67, 69, 
71, 72, 82, 84, 85, 87, 88, 89, 140, 
I4I, 144, 146, 147, 148, 150 


oja, IQI, 232 
ovenaka song, 


pada, 3, 4, 112, 142, 154, 176, 178, 
184, 201, 214, 234, 238 

pada, 201, 214, 215, 218, 221 

padabhaga, IIO, 131, 132, 
138, 162 

padaniryukta, 157, 158 

paücama, 13, I4, 20, 32, 34, 63, 
65, 68, 71, 74, 79, 80, 82, 85, 87, 
89, 90, 92, 93 

paficamt jati, 


202, 211 


135, 


51, 53, 54, 80, 83, 95 


райсарапі, 127, 133, 165, 170, 187, 
202, 220, 234 

райсазуага, 30, 33, 57. 59 

pani, III, 152, 153 


pánikà song, 232 
parivarta, iir, 138 (?), 169 
раға, 110, 120, 121, 125, 126, 132, 
153, 162, 172, 181, 182 
pauravi, 25 
pluta, 125, 128, 130 
plutavat, 124 
prakari song, 195, 20I 
prasannádi, тот, 108 
prasannádyanta, ror 
prasannamadhya, тог 


prasannanta, IOI, 108 

prastara, 215 

pratimukha, 193, 210, 232 

pratisakha, 177, 178, 184 

prativastu, 170 

pratyupohana, 166, 213 

praveni, 207, 209, 210 

ргауеба r, 36, 

ргауеба 2, 120, 137, 182 

ргауебапа (= ргауеба 2), тїз, 13% 

pravrtta I, 144, 146, 193, 210, 
216, 218 

pravrtta 2, 186, 187, 190, 101, 
192, 206 
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prenkholita, 204 
prthula, 239 

pürna jati, 62 

pürna [kütatàna], 38, 39 
pürnà [murchana], 25 
рагпа [vastu], 199 
pürnasvara [jati], 
pürnata, 87 


69, 83 


rajani, 22 

raktagandhari јан, 

recita, 107 

rovindaka song, 
233 

rsabha, 12, 32, 34, 35, 63, 65, 66, 
67, 69, 71, 74, 75. 80, 82, 86, 88, 
89, 95 


52, 75, 92, 93 


212, 218, 219, 221, 


sidaba, 55, 59. 65, 84, 86, 91, 95 
sádabatva, 64 
ѕадһагапа, 6, 46, 47 


sádhàrana (тайгсһапа), 25 

sadja, II, 14, 15, 32, 34, 58, 64, 
65, 68, 70, 72, 74, 76, 77. 78, 81, 
84, 86, 87, 93 


sadjà jati, 49, 63 

sadjagrama, ІІ, 12, 20, 21, 27, 
34, 73 

sadja[gráma]mürchan&, 23, 28 


sadjakaiSikl |48, 49, 68 
sadjamadhyama јан, 49, 72, 91, 94 
sadjatva, і2 


зай) jati, 93 
sadjodicyavati jati, 50, 70, 77, 93 
$akha, 172, 178, 184, 220 


sama [alamkara], 106 

sama [рапі), 152 

sama [vividha], 149 

sama (уай), 155 

Samamarga, 223 

sámaveda, 222 

sambhavita, 239- 

samha[na]nau = samvadinau, 18 


samharana, 184, 201 

samnipáta, 114, 121, 126, 129, 
133, 160, 180, 183, 190, 225 

samnyasa, 140, I4I 

sampistaka, 205, 206, 209, 235 

samudga, 148, 149, 167 

samvadin, 92 

Samya, ІІ4, І 20, 126, 127, 130 


132, 133, 163, 172, 180, 182, 183 
189, 196, 203, 207, 211, 224 
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сайсага, 73, 76, 83, 86 
байсагіп, 08, 99, 107 
sandhi, 205, 206 
sangata, 230 

sangati, 63, 80 


sannipata = samnipáta 
ѕаппуаѕа = samnyasa 
saptasvara, 48 
saptasvarya, 41, 79 
Sarira, 215, 234 
satpitaputraka, 127, 129 
satsvara, 30, 32, 59 
Ssauvir 24 

Siras, 177, 235 

éirsaka, 164, 170, 217, 220 
srotogata yati, 155, 175 
Sruti, 6, 9, 26, 28, 106 
sthana, 6, 42 

sthayin, 98, 102 

sthita, 186, 188, 190 
$uddha Цай) 48, 62, 147 
$uddhamadhyamaà, 24 
$uddhasadja, 22 


sumukhi, 230 
sunanda, 230 
Suska, 6, 45 


svara, 3, 5, 6, 7, II, 19, 21, 23, 46, 
57, 60, 98, 99, roo, 102, 109, 141, 
145 

svarajati, бі 

svaramandala, 15 

svarata, 17 

svaratva, 10 


tala 1 (time-measurement), 3, 109, 
112, 114, 123, 138, 153. 161, 195, 
201, 208, 227, 231, 236, 237 

tala 2 (hand-movement), 120, 126, 
127, 129, 130, 132, 133, 134 
163, 173, 180, 182, 189, 197, 204, 
207, 211, 212 

talika, 178 

tana, 6, 30, 36 

tánakriyà, 36 

tanatva, 37 

tantri, 36, 38 

tira (in the jati), 

tara (sthana], 
taramandraprasanna, 

tryasra, 186 


udghatta, 
ullopyaka, 


55, 57 
8, 9, 104, 195 
105 


191 
179, 195, 219 


upánga, 194 

upapata, 207, 208, 210 

upari, 152 

upavartaka, 211 

upavartana, 175, 192, 204, 
209, 216 

ароһапа, 165, 173, 175, 199, 
226, 230, 235 

uttara song, 210, 22I 

uttara [tala], 127, 136, 176, 


207, 215, 217, 224, 226 
uttaramandra, 22 
uttarayata, 22 


vadin, 18 

vadya, 43, 45, 224 

vaihdyasika, 181, 193, 206 

vajra, 112, 206 

vardhamana song, 227, 229, 
236 

varna, 7, 97, 98, 99, 108, 184, 
238, 239 

varttika, 116 

vastu, ІШІ, 139, 140, 143, 159, 


161, 164, 165, 167, 
231 

vidari, бо, III, 
145, 150, 233 
vidarrka, 15І 
vikrta [jati] 48, 148 
viksepa, 113, 119, 134 
vilambita, 151 
vina, 9 
ушап, 37 
vinavadya, 44 
Visakhila, 177 
visalà, 230 
visama [vividha], 
vivadin, 10, I4I 
vividha, 


141, 


149 


218 
vivrddha, 148 


vriti (= varttika), 43, 174 


239 

vrtti, vrttayas, 6, 43, 44 45 
yathaksara, 125 

уай, 111, 154, 175 

yugma, 
189, 191, 206, 224, 232 
yuj, 185, 224 


168, 
173, 175. 195; 198, 200, 202, 


142, 


144, 149, 150, 167, 
179, 192, 193, 194, 200, 211, 


122, 123, 124, 126, 
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205, 


213, 


184, 


232, 


214, 


160, 
171, 
227, 


144. 


171, 
216, 


199, 


182, 
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(Numbers refer to the pages) 


alamkára, 303-317 
prasannádi, 305 f 
prasannanta, 306 
prasannamadhya, 306 f. 
prasannádyanta, 307 
bindu, 308 f. 
nivrttapravrtta, 309 f. 
prenkholita, 310 
taramandraprasanna, 310 f. 
mandratàraprasanna, 311 Í. 
sama, 3121. 
kampita, 3131. 
harita, 316 
recita, 316 

alpatva, 210-212 

am$a, 198-20r; 298 f. 

anaméatva, 124 f. 

anasin, зі 
cf. vináSin, 152 

andhali гара, 277-280 

апаһгі játi. 194; 291-293 

айра (ekaka, avagadha, pravrtta and 
vividha), 355-360 
in aparantaka song, 384 
in madraka song, 376 f. 
in ovenaka song, 404 Í. 
іп prakari song, 395 £ 
in rovindaka song, 408; 410 
in ullopyaka song, 392 f 
in uttara song, 413 

aniryukta, 360 f. 

anta 
іп uttara song, 411 
cf. antáharana 

antábarana (= anta or final sam- 
harana) 
in ullopyaka song, 386-392 
in ovenaka song, 402 f. 

antara ga, 118-124 

antara márga, 196 f 

anuvadin, 129 f, 


apanyasa, 216-218 

aparantaka song, 379-384 

apürna kütatana, 152 f. 

ardhasamudga (a variety of vividha), 
358 

arsabhi jati, 229-231 

asarita (a section of the vardhamana 
song) 
jyestha азага, 416 
kanistha àsàárita, 396; 414 
layantara asárita, 414 Í. 
madhyama азага, 415 

audubita, 207-210 

avagadha, 355-358 

avapa, 329 

áyatatva, 891. 


bahirgita, 161 f. 

bahutva, 212 f. 

bhairava rága, 188-193 

bilavala, raga (=  velàvali тара) 
249-253 


сасарша, 338 f.; 341 Í. 

caccaputa, 337 f.; 341 

caturasra tala, 338 

caturasraka 
in ovenaka song, 400 f. 

catuskala, 345 f.; 367; 383 

chedyaka, 365 f. 

Citrasena, 67 

coksakaisika гара, 240 

coksapaüicama гара (—suddhapaii- 
cama raga), 286-290 

coksasádava raga (= $uddhasadava 
raga), 276f. 

coksasadharita тара (= Suddhasa- 
dhàrita raga), 246-249 


deSi raga, 233-237 
dhaivati jati, 237-241 
dhruvapa ta 332 f.; 424 
dhruva songs, 3471. 
(introduction), 367 
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dvaigeyaka, 359 

in madraka song, 377 
dvikala, 343-345 
ekaka, 355 Ё 


finger-counting of kalàs, 346 £. 
in cácaputa, 349 f. 
in caccaputa, 348 f. 
in satpitaputraka, 349 f. 


gamaka, 313-316 
gana, (nibaddha and anibaddha) 
351-353 
gandharapaficama raga, 255-257 
gàndhàraparnicami jati, 195; 290 Í. 
gandhari játi, 267-270 
gandharodicyava jati, 
gandharva, 64-69 
gandharva, 62-64; 71; 351 
gandharvasastra, 62 
giti, 4201. 
magadhi giti, 421 f. 
ardhamagadhi giti, 422 
sambhd .vitā giti, 422 f. 
prthula giti, 423 
татра and ЕШ, 423f. 
graha, 197 Í. 
grama, 89; 103-117 
guru, laghu and pluta, 334-337 


194; 273 Í. 


hand-movements, 328 f. 
hindola or hindolaka rága, 257-262 


jàti, 168-172 
jati and raga, 172-193 
jatisidharana, 166 f. 


kaigiki jàti, 195; 296-298 
какай ni, 118-124 

kala, 320-323; 327 Í 
karmáravi јан, 195; 2951. 
khanda tala, 3391 
kulaka, 365 £ 

kütatana, 152-155 


laksana (of a já ti), 105-218 
lalita raga, 288-290 
lalitapaficama raga, 288-290 
laya, 360 f. 


madhukari or madhuri гара, 231-233 
madhya sthana, 721. 
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madhyama jati, 274-276 
madhyamodicyava jati, 194; 283 f. 
madraka song, 374-379 
mahagiti, 359 
mahajanika, 388 Е; 391 
malhara, mallara, malhari or mallari 
raga, 280-283 
mandra in a jati, 203-205 
mandra sthana, 72 f. 
márga 
cf. vrttayas, 155-160 
marga-laya-kalá-matrà, 327 f 
marga and giti, 4231. 
māşaghāta 
іп ovenaka song, 397 f. 
matra 
unit of time, 324 f. 
rhythmical period, 343 
іп aparántaka song, 3791. 
in madraka song, 374 
in prakari song, 394 
in ullopyaka song, 384 
mátrika, 424 
megha raga, 282 
meyatva, 7I 
miéra tala, 339f. 
mrdu, mardava, 89 
mukha 
one of the five sandhis in a drama, 
4 f. 
equivalent of vividha 
in panika song, 4191. 
іп ullopyaka song, 392 f. 
in uttara song, 411 
muktika, muktaka or yatháksara, 
414 


mürchanà, 131-141 


naisadi jati, 244-246 
nandayanti jàti, 194; 293-295 
Narada, 69-71 
nigraha, 151 £ 
nih$abda, 328 f. 
niryukta, 366 
niskda vati or naisádl jdt, 
niskrama, 329f. 
nivrttayas, nivrtti 

in rovindaka song, 408 £ 
nyasa, 213-215;218f. 


244-246 


ovenaka song, 397-495 
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pada, 7% 
pada 

in ovenaka song, 397 

іп rovindaka song, 405-407 
padabhaga, 323 f. 

in madraka song, 374 
padaniryukta, 366 
pañcami jati, 284-286 
pañcapāņi, uttara or satpitaputraka 

tala, 342 

patas m the yathaksara 

satpitaputraka, 343 

рапі, 361-363 
panika song, 4181. 
parivarta, 325; 377 
pata, 319; 323 

pata and pani, 363 

trayah patah, 332-334 
prakari song, 393-397 
pramana Sruti, gof. 
prastara 

in rovindaka song, 407 f. 
prathamalalita raga, 288 
pratimukha 

in ullopyaka song, 393 

in uttara song, 411 
pratipada, 397; 406 І. 
pratisakha 

іп aparantaka song, 383 

in ullopyaka song, 386 

in uttara song, 4111. 
prativastu 

in madraka song, 377 £. 
pratyupohana 

in madraka song, 376 

in rovindaka song, 406 


praveni 

іп ovenaka song, 402; 404 Ї. 
pravesa 

melodic, 1501. 

rhythmical, 330 f. 
pravrtta (1) 

a kind of айра, 355-358 
pravrtta (2) 


in ullopyaka song, 388; 390 Í.; 
393 


pürna küfatàna, 152 


raktagandhari jati, 194; 270-272 
газа, 100 f.; 169-172 
rovindaka song, 405-410 


sadaba, 205 Ё 
sadharana, 91 Í. 162-167 
sadja jati, 220-224 
sadjakaisikl játi, 193; 253-255 
sadjamadhyama jati, 193; 265-267 
sadjodicyavati jati, 262-264 
бакһа 
іп aparantaka song, 379 f. 
in ulopyaka song, 386 
in uttara song, 411 Í. 
sàmavaráli, varali or varati raga, 
224-229 
samaveda (as source of vocal music), 
413 
samharana 
in prakari song, 396 f. 
in ullopyaka song, 386 f. 
samkirna tàla, 339 f. 
samnipata, 332 
sampistaka 
in ovenaka song, 398 f.; 401 
in panika song, 420 
samudga (а variety of vividha), 
358 
in madraka song, 376 f. 
samvadin, 126-129 
Samya, 33I 
sandhi 
іп ovenaka song, 399 f. 
sangata (a part of the vardhamana 


song) 417 f. 
sangati 219 
Sarira 


in rovindaka song, 407 f.; 409 
in pánika song, 419 
satpitáputraka, pañcapani or uttara 
tala, 342 
patasin the yathaksara satpitapu- 
traka, 343 
simhali or simhali kamoda raga, 
242-244 
біга5 (-- a rsa = $Sirsaka) 
in aparantaka song, 382 f. 
in panika song, 420 
Sirsaka (= ўва = Siras) 
in madraka song, 378 f. 
in rovindaka song, 408 f.; 410 
in uttara song, 412 Ё 
srotogata yati, 363-365; 380 f. 
$ruti, 88-94 
66 $rutis, 155 
sthana, 72 f.; 155 


REGISTER OF TERMS OCCURRING ІМ THE COMMENTARY 


sthita (part of the anta in ullopyaka 
song) 3871; 398 £ 

&uddha Jati, 167; 219 

guddhakaisika raga, 240-242 

$uddhapancama ог coksapaticama 
raga, 286-290 

$uddhasádava or coksasadava raga, 
276 f. 

éuddhasadharita or coksasádhárita 
raga, 246-249 

sumukhi (part of the vardhamana 
song), 417 Í. 

sunanda (part of the vardhamana 
song), 417 Í. 

$uska, 160-162 

svara, 94-102 

svarajati, 219 

svarasadharana, 162-166 

Svayambhi (= Brahman), 69 


tala 
hand-movement, 331 Í 
time-measurement, 317-320 
talika 
in aparantaka song, 383f. 
tana, 141-155 
tāra (in a jati), 201-203 
tara sthana, 721. 
todi raga, 227 Í. 
cf, samavarali 
tryasra tala, 338 Í 
Tumburu, 67f. 


ullopyaka song, 384-393 
upapáta 

in ovenaka song, 
upavartana 

in aparantaka song, 381f. 

іп ovenaka song, 398 

in rovindaka song, 408 

in ullopyaka song, 397 
upohana 

іп aparantaka song, 380 

in madraka song, 37 5f. 

in pa гіа song, 420 

in prakari song, 395 

in rovindaka song, 406 


402 Í. 


477 


upohana 
equivalent of mukha іп азага 
sections of the vardham4ana song, 
416 

upohana of višálá and the other 
sections of the vardhamana song, 
417 

uttara, satpitaputraka or paficapani 
tala, 342 

uttara song, 410-413 


vadin, 125 Í 
vadya, 160; 320 
vaihayasika 
in ullopyaka song, 385f.; 393 
уа)га, 327; 401 
varàli, samavaráli or varati raga, 
224-229 
varáti, 
cf. varali тара 
vardhamána song, 414-418 
varna, 300-303; 423 
vastu, 35! 
in aparantaka song, 379 
іп madraka song, 374. 
in prakari song, 394f. 
velavali тара, 249-253 
veni 
in ovenaka song, 492, 404 f. 
vidasi, 2151; 353; 359%; 419 
vikrta jati, 168; 193 
vikrta svara, 118-124 
viksepa, 330 
vind, 73-88; 90; 116 
vinasin, 152 
visala (part 
song) 417Í. 
Vis$vàvasu, 66 £. 
vivadin, 130f. 
vividha, 355; 358f. 
vivrddha (a variety 
358 Ё 
vrtti, vrttayas, 155-160 


of the vardhamana 


of vividha), 


yathaksara, 340-343 
yati, 363-365 


